C o s mo s i S

C o s mos i S

C o s mos i S

1

Angela Torchio
RISD MFA Graphic Design 2019
1 Originally, the title of this thesis was Becoming Aware, which was directly
linked to the definition of the word perception. However, that was too
lofty and missing a direct object. Next it was Context Clues, but that was
reminiscent of a game. The following title was Cosmography and then
CosmoGraphic. Finally, it is Cosmosis, a made up word, combining cosmos
(the universe) and osmosis (process of gradual or unconscious assimilation
of ideas or knowledge). Fortunately, this remains a work in progress, so it
may change again.

Head of Polyphemos,
King of the Cyclops
Greek or Roman
Hellenistic or Imperial Period,
c. 150 bce

The Cyclops is integral to this
thesis. See more on pages 84–89.
This image and its subject represent Ancient times.
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Abstract

Cosmographies deal with the order of nature. They are
subjects, parse, and re-present the concepts in a new
general descriptions of the universe, and this thesis is
form that relies on the fundamentals of human pera cosmography, dealing with visual content, constraints, ception, while striving for a better understanding of our
and the complexity of symbolism.
relationship with and our reactions to visual stimuli.
Visual experience is dynamic, interrelated, and inherAncient beginnings, Bronze Age metallurgical techently tied to a value hierarchy. On a micro level, design
nologies, bestiaries, French theory, and contemporary
is my way of understanding the world, while on a macro art allow for a robust visual system to evolve that relies
level, it is a tool to generate new perceptual structures
on the importance of context and conceptualized
for engaging with, not merely seeing, design.
information. Flipping symbolism, content, time, and history
The work is based on the idea that multiple symbol- are all integral to constructing human visual concepts,
isms are inherent to all things, and these symbolisms
and provide the methods to re-inhabit hackneyed
will shift based on context. Cosmographies are elaborate content in order to explore alternative hierarchies and
systems of sense making that constellate a view on the
value structures.
order of things, allowing artists and designers to engage
with intertwined concepts in their work. Using the
histories of art, philosophy, science, and museology, I
shaped a cosmography around which I have developed
this thesis and the work within it. I pull from these

Ich Durchsuche Feldcharakter
(I Search “Field Character”),
1973–1983
Joseph Beuys

Joseph Beuys is written about on
pages 14–16 and referenced in my work
on pages 93 and 149. His work represents modern and contemporary time.
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Dear Reader,
The following thesis consists of many words and images, and some are by
me, while others are borrowed. The introductory essay is my words. It is
the result of years of academic research in contemporary art and bronze age
archaeological finds from the Cycladic Islands in Greece. This is the
background information for my work, as the work is also a result of the same
academic investigations.
Following the essay there are three sections —
Mythmaker, Collections, and Repetition — these consist
of a conversation between a selection of the work
I made during my time at the Rhode Island School of
Design (RISD), project descriptions, a selection of found
texts, and definitions with illuminating quotes. Each
section is opened by two components. One is an excerpt
from an interview with author and educator, Jessica
Helfand. The second is a full spread of images that pertain
to the following section. The essays, both my own and
those written by others, accentuate the content included
in my graphic design work.
There are several elements at play throughout —
the process through which we begin to understand the
world, the process through which I am beginning to

Compendium of Cosmography, date unknown
Pedro de Medina
An extract of El arte de Navegar, containing
information on astrology and navigation.

understand graphic design, and a temporal component
linking the ideas with a timeline starting in the ancient
world and continuing to the present. Throughout, there
are notes that help navigate the connections, there
are also tags to highlight key points in each project. With
the exception of a few moments that break the system,
if text is set in the sans serif, it is my words; if it is set in the
serif typeface, it is a found text; and if it is set in the
monospaced typeface, it is data.
To those people who choose to spend time with
this book, thank you. I am
Sincerely yours,
Angela

Time Future, Time Past, Time Present.

9

Becoming Aware

an Introduction

Let us start with a review of the theories
of other thinkers; for the proofs of a
theory are difficulties for the contrary
theory. Besides, those who have first
heard the pleas of our adversaries will be
more likely to credit the assertions
which we are going to make.
Aristotle

Using the histories of art, philosophy, science, and
museology, I create work that helps me understand the
world and makes use of the multiple meanings that
are inherent to all things. My design work makes up a
cosmography, exploring the primordial ooze through
to contemporary art, shifting views of feminism, and the
ways ancient things and concepts permeate contemporary culture. On a micro level, design is my way of
understanding the world, while on a macro level, I am
investigating it as a tool for an audience to understand
and engage with something that the designer is
presenting. To further explore the ideas latent in my
work, I have split my cosmography into three

areas — basic beginnings with monsters, magicians, and
mythologies; context, museology, and presentation;
and repetition as a mode for discerning difference, using
Deleuze. Dynamic recognition and the Aristotelian
notion of understanding pervades each area. These
ideas conceptually fill my cosmography, while providing
a timeline that begins in Attic Greece with metallurgical
technologies, moves through classical Greece, shifting to
the Northern Renaissance, to Victorian England, and
finally ends with contemporary French theory and the
western, contemporary art world. Ultimately, all of these
topics coalesce in an exploration of hierarchy and
value through visual systems.

Cremaster cycle 2, 1999
 atthew Barney
M
Video Still
This image shows the execution scene of Gary
Gilmore, flanked by beehive symbols in a ring
in which a bull will be rode to its death, signifying
the execution. In this film, the landscape is a
character, as the action of the film takes places
between the Columbia Icefield in Canada and
the Bonneville Salt Flats in Utah.
a


c River of Fundament, 2014
Matthew Barney
Video Still
This shows Matthew Barney as James Lee Byars,
a conceptual performance artist known for
his work with symbolism. The artist is thought
to have died in Cairo, linking him with the
Egyptology that runs through Barney’s film.

b River of Fundament, 2014
Matthew Barney
Video Still
This still shows one of the wakes in which Norman
Mailer is reborn. Around the table several
contemporary authors, while Mailer remains off
camera with his own narrative.

Cosmography — Definition and Examples
Cosmographies deal with the order of nature. We create
them in order to make sense of the world around us,
while creating structures and adding information as it is
presented and understood. This structure allows us to
continue navigating through our lives. Cultures naturally
create cosmographies before, or in, the early stages
of their bronze ages, often using the same concepts and
themes as other bronze age civilizations. They explain
the workings of the physical and metaphysical worlds,
as well as how people and animals came to be. As our
understanding grows, these cosmographies similarly
deepen and gain complexity through connections and
shifting symbolism. We continue to ascribe meanings
to things and to make connections so to understand
complex ideas. This action links us with our ancestors.
Cosmographies are explanations of worlds and can
vary in their content and focus. In On the Heavens
and Metaphysics, Aristotle explained the nature of the
universe and motion, and he outlined a model of the
universe. The model was geocentric with the moon, sun,
and planets moving out from the earth until reaching
the outer most stars, which were described as unmoving.
Based on the shadow from lunar eclipses, he discerned
that these planets were spherical and in motion. He also
described motion as regular or irregular, and he believed
that for something to be in motion it required an action
from another object. For Aristotle, this was true except for
the planets. Planetary motion came from being acted
upon by ‘unmoved movers’ that were fixed in a space
beyond the stars. These ‘unmoved movers’ were peculiar
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in that they could move other things without being moved
themselves. The circular nature of the spheres’ movements was also special, on account of the material of which
the spheres were made — æther. To put it plainly,
Aristotle explained the structure of the universe nearly
accurately through observation, but determined its
motion was due to a godlike mover in the spiritual periphery, beyond comprehension of humans.
Later, Dante Alighieri used Aristotle’s structure of the
heavens to organize his cosmography in the Divina
Commedia, consisting of heaven, purgatory, and hell. In
Dante’s world, the structure was taken from the spherical
layout provided by Aristotle, and the concept of its
creations came from Catholicism, which is itself a cosmography. The moral structure of the Inferno is particularly
steeped in Aristotelian concepts from Nicomachean
Ethics. In Inferno, Dante has Virgil talk about difference,
incontinence, mimesis, and hubris, all concepts
stemming from the work of Aristotle. It is these concepts
around which Dante builds the entire structure of
morality. In Canto 11, lines 79–84, Virgil asks Dante to
remember the work of Aristotle, and this is a clear
note to the reader that these concepts are integral to
the concept and structure.
	
Ha Don’t you recall the dispositions, defined
According to your Ethics, where one reads
Of three unwilled of Heaven in mankind?
Incontinence, malice, mad bestial deeds?
And, also, how incontinence offends God Less,
And, therefore, slighter punishment it needs?
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d Fat Felt Sculpture (Fat Battery), 1963
Joseph Beuys
Fat, felt and cardboard box in metal and glass
display case
Artists Rights Society (ARS), New York / VG
Bild-Kunst, Bonn
The concept of mythology having been taken over
by the Nazi’s, Beuys took it back and used it as a
tool in his work. This work recalls the body,
wound dressings, and war.

In this same canto, lines, 97–105, he continues with a
second reference to Aristotle’s mimesis.
	
He said: “Philosophy, for those with sense
To hear, distinguishes in not one part
But everywhere how Nature is a consequence
Of the divine Intelligence and Art.
And, if you note your Physics, you may find—
Not many pages from the very start—
That your art follows her as scholar’s mind,
The master’s: so that your art, or so to speak,
Is grandchild of the Deity’s in kind.

The heavy use of Aristotle continues throughout as
Dante builds his Catholic version of Aristotle’s heavens.
Contemporary Cosmographies
A contemporary example of a cosmography is the work
of Matthew Barney. His world includes real and fictional
characters, history, symbolism, art, and a host of other
things to which he ascribes significance. The basic
concept of his work is using constraint as a mode of
creation. In the Cremaster cycle, he seeks an undifferentiated gonadal state and incorporates people who
hubristically went beyond their constraints, usually
ending in devastating results, such as magician Harry
Houdini, murderer Gary Gilmore, and Freemason
Hiram Abiff (fig a). He explores this same concept of generation from constraint in his Drawing Restraint work.
In each of his works, he fills the pieces with content and
concepts that create a world reliant on symbolism
1 “Had it not been for the Tartars I would not be
alive today. They were the nomads of the Crimea,
in what was then no man’s land between the
Russian and German fronts, and favoured neither
side. I had already struck up a good relationship
with them, and often wandered off to sit with
them. ‘Du nix njemcky’ they would say, ‘du Tartar,’
and try to persuade me to join their clan. Their
nomadic ways attracted me of course, although by
that time their movements had been restricted.
Yet, it was they who discovered me in the snow
after the crash, when the German search parties
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e Honigpumpe am Arbeitsplatz (Honeypump
in the Workplace), 1974–7
Joseph Beuys
Electric motors, painted and unpainted metal,
plastic tubes, glass, electronics and honey
Louisiana Museum of Modern Art, Humlebaek,
Denmark.
f Parallel Encyclopedia 1, 2007
Batia Suter
Book spread

and connections among the symbols. Everything is
significant, and everything coalesces to explain the
sundry world in which Barney works.
This is evident in the River of Fundament, which was
loosely based on Ancient Evenings by Norman Mailer,
and it incorporates mythologies from several cultures to
explore reincarnation, mortality, and regeneration.
River of Fundament is an operatic film that follows three
reincarnations of Norman Mailer who is reborn to his
own wake, attended by literary gods (fig b). Much like the
Cremaster cycle, the protagonist seeks rebirth to a
higher state, but fails, as is integral to hubris in the mythological sense. Metals are symbolic, as are the states
of the soul as outlined in the Egyptian Book of the Dead
(fig c), and all of these create an interwoven story with
parallel narratives and a variety of important characters,
each representing a different god. The fascinating thing
about this work, and his other films, is that incorporating
a character or real person into his work means Barney
also gets to include that person’s ideas in his. Norman
Mailer, Ernest Hemingway, Walt Whitman, Salman Rushdie,
Ralph Waldo Emerson, and William S Burroughs each
plays a role in the opera, which means their work is incorporated as symbolism in the film.
Joseph Beuys is another artist who makes a
cosmography that acts as a framework around which he
creates sculpture (fig e). His entire body of work is based
around a persona that was shot down during WWII and
nursed back to health by Tartar tribesmen.1

had given up. I was still unconscious then and only
came round completely after twelve days or so,
and by then I was back in a German field hospital.
So the memories I have of that time are images
that penetrated my consciousness. The last thing I
remember was that it was too late to jump, too late
for the parachutes to open. That must have been a
couple of seconds before hitting the ground.
Luckily I was not strapped in — I always preferred
free movement to safety belts . . . My friend was
strapped in and he was atomized on impact — there was almost nothing to be found of

him afterwards. But I must have shot through the
windscreen as it flew back at the same speed as
the plane hit the ground and that saved me,
though I had bad skull and jaw injuries. Then the
tail flipped over and I was completely buried in
the snow. That’s how the Tartars found me days
later. I remember voices saying ‘Voda’ (Water),
then the felt of their tents, and the dense pungent
smell of cheese, fat and milk. They covered my
body in fat to help it regenerate warmth, and
wrapped it in felt as an insulator to keep warmth
in” (Holland).
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g Birds of America, 1827—1838
John James Audubon
No 27, Plate 134
Common Blue Bird, shown with Great Mullein
Verbascum Thapsus (common mullein)

From this story, Beuys created a character and a body
of work that regularly included fat and felt (fig d). It has
since been found to be an untrue story, but it does explain
his world. These were the symbols of his cosmography,
and they had multiple significances that shifted in his work.
In these examples, the cosmography is an attempt to
explain things we do not understand, such as creation
and death, and it is an opportunity to give meaning, as
well as symbols, to objects and concepts. This is a
human way of creating order from complex and chaotic
information. In each instance described above, the
cosmography relies on connections and symbolism.
Similarly, Ryan Gander and Batia Suter rely on
storytelling, symbolism, and connections in their works.
In a lecture called Loose Associations, Gander moves
from one topic to the next by making connections
between slides of places and objects. At times the
connections are tenuous, but he takes the audience on
a journey and the movements between objects or places
are perfectly logical. It relies on the fact that most things
have more than one story and more than one
significance or symbolic logic.
Where Gander makes connections between places,
things, people, and events, Batia Suter makes
connections between images. Her works are created
from found images, often in books, and she groups or
links image to image (fig f). Sometimes it is a formal
connection, at other times is it a conceptual connection.
In each move the logic is clear, and seemingly follows a
set of rules.
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These works of connections rely on humanity’s collective agreement of semiotics and the fact that all
things have multiple significances. Meanings, symbols
and significances come from our attempts to explain
the world around us. These artists use a variety of sources,
information, forms, and other content, and resituate it
to accentuate the multiple understandings of any given
thing. This material is rife with content, and we bring our
own additional content to the materials which will inform
the way we understand what is presented to us. Exploring
these concepts and using the multiple symbolisms that
are inherent in most things, allows artists to use a variety
of material references and present them to better
understand the world and the world of those who interact
with the work.
Visual Experience is Purposeful and Selective
We come to understand things through repeated
exposure. As we are exposed to things, they become
commonplace, and through these encounters we
continually add information that allows us to comprehend
and react to the world around us. Once this happens,
we start to notice slight deviations. This means our
ancestors were able to discern small changes in their
environment so to determine danger, opportunity, or
other factors that might be important. It also means that
as we grow accustomed to the things to which we are
exposed, we can begin to add more complex and
abstracted concepts.
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h Fabiola Project, 2009
Francis Alÿs
Installation view
National Portrait Gallery, London

As people interact with the things around us, in order
to see changes, we have to understand the world in
context. We see everything around an object to be able
to tell if there has been a change, as it is the deviations
among objects that provide a reference point to comprehend the shift. Through this, people learn to understand objects in their context, which makes the mind
ripe for connections. Collections are interesting
examples of this. John J. Audubon drew images of birds
and collected them into a book (fig g). He re-presented
the information in a way that created context. Similarly
bestiaries and herbariums take the natural world and
re-present this in a new form. Due to the fact that we see
an object in relation to the objects around it, the books
and collections create new connections and add conceptual complexity. Through the accumulation of this
information, a person continues to process information
and create connections that ultimately make up their
world-view, which is their personal cosmography.
In 1942 Aldous Huxley wrote The Art of Seeing. This
book deals largely with the Bates method of regenerating eyesight, but he also talks about perception and its
connection with the memory. He explains that sight is
not isolated to the eyes, but requires the mind and the
nervous system to work as a whole. 2 He also talks about
the role of memory and the fact that seeing requires
exposure and memory. Essentially, he explains that the
newborn has no understanding of the world. Over time,
it acquires information through sight. In this stage it is
does not understand nor even discern singular objects,
2 “When we see, our minds become acquainted
with events in the outside world through the
instrumentality of the eyes and the nervous system.
In the process of seeing, mind, eyes and nervous
system are intimately associated to form a single
whole. Anything which affects one element in this
whole exercises an influence upon the other
elements. In practice, we find that it is possible to
act directly only upon the eyes and the mind.
The nervous system which connects them cannot
be influenced except indirectly . . . The process
of seeing may be analysed into three subsidiary
processes — a process of sensing, a process of
selecting and a process of perceiving” (Huxley, 11).
3 “It is clear from the behaviour of infants that we
do not enter the world with full-fledged perceptions of objects. The newborn child starts by sensing
a mass of vague, indeterminate sensa, which it
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but over time, after enough information is added, it begins
to discriminate between objects. Once this happens,
the infant continues to collect information and those
memories become what is ultimately the perception of
the object.3
French philosopher, Gilles Deleuze also addresses
the idea that repetition creates differences for us to
discern. He undermines the platonic notion that repeating
something creates a copy. Rather, when something is
repeated, this generates change, differentiation. Over time
those differences become increasingly obvious.
“Repetition is connected to the power of difference in
terms of a productive process that produces variation
in and through every repetition. In this way, repetition is
best understood in terms of discovery and experimentation; it allows new experiences, affects and expressions
to emerge” (Parr, p 225).
Artists use this concept often, and two examples that
are particularly relevant in this thesis are Francis Alÿs’s
Fabiola Project and Samuel Beckett’s Play.
In 1885, Jean-Jacques Henner painted a portrait of
Saint Fabiola, a Roman nurse. This painting was lost,
but it was subsequently copied. In the 1990s Francis Alÿs
moved to New Mexico and began collecting images
of Fabiola that he found in flea markets. Since then, the
collection has grown to over 450 pieces. When
450 versions of the same painting are displayed, the
differences become overwhelming. One no longer
sees the same painting, one sees variations in size, scale,
and colour. The head tilts slightly up or out, the chin

does not even select, much less perceive as physical
objects. Little by little, it learns to discriminate
the sensa that have, for its particular purposes, the
greatest interest and significance, and with these
selected sensa it gradually comes, through a process
of suitable interpretation, to perceive external
objects. This faculty for interpreting sensa in terms
of external physical objects is probably inborn;
but it requires, for its adequate manifestation, a store
of accumulated experiences and a memory capable
of retaining such a store. The interpretation of
sensa in terms of physical objects becomes rapid
and automatic only when the mind can draw on its
past experience of similar sensa successfully
interpreted in a similar way. In adults, the three
processes of sensing, selecting and perceiving
are for all intents and purposes simultaneous. We
are aware only of the total process of seeing
objects, and not of the subsidiary processes which

culminate in seeing. It is possible, by inhibiting
the activity of the interpreting mind, to catch
a hint of the raw sensum, as it presents itself to
the eyes of the new-born child. But such hints are
very imperfect at the best, and of brief duration.
For the adult, a complete recapture of the experience of pure sensation, without perception of
physical objects, is possible, in most cases, only
in certain abnormal conditions, when the upper
levels of the mind have been put out of action
by drugs or disease. Such experiences cannot be
introspected while they are going on; but they
can often be remembered, when the mind has
recovered its normal condition. By calling up
these memories, we can provide ourselves with
an actual picture of those processes of sensing,
selecting and perceiving, which culminate in the
end-process of seeing physical objects in the
external world” (Huxley, 12).
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I Play, 2001
Samuel Beckett
Video Still
M1 Alan Rickman
W1 Kristin Scott Thomas
W2 Juliet Stevenson

Dance or Exercise on the Perimeter of a Square
(Square Dance), 1967–1968
Bruce Nauman
Video Still
16mm film transferred to video
10 min.
j

k Contrapposto Studies, I through VII, 2016
Bruce Nauman
Video Still
Seven-channel video (color, sound)
Continuous duration. Dimensions variable.

is more robust, the nose is understated. All of these
differences come to the fore as a result of repetition (fig h).
Similarly, Samuel Beckett’s play, entitled Play, is a
single act, but this act is meant to be performed multiple
times in succession. The play opens with three urns on
a stage and the actors are encased in the urns with only
their heads showing (fig i). As the stage light shifts, this
animates the characters to speak. The three characters
are a man, his wife, and his lover, and they recount
the events of this lover’s triangle. The first time the piece
is performed it is a chance for the audience to learn
the story, and to see the play. The second time the piece
is performed, the audience can see differences from
the first performance. The piece was learned, and then
it was perceived.
Repetition in Bruce Nauman’s work is important because it carries the conceptual idea, and it often
becomes oppressive. In Clown Torture, a clown repeatedly
attempts actions until they reach a frenzied state. It is
a four-video piece, in which Walter the clown repeatedly
yells “no” while jumping, repeatedly opens a boobytrapped door and is dowsed with water, attempts to
balance a goldfish bowl on the ceiling with the handle
of a broom, and gets trapped in telling the joke “Pete
and Repeat.” In each of these, the clown’s repetitive tasks
create unease. The more times it is done the more
anxiety the clown has until he reaches a level of turmoil
that is tortuous. In other works he uses his own body
and repetition to relay his message.4 He repeatedly walks
to and away from the camera with his arms up (Walk
4 “Between 1967 and 1969 Bruce Nauman made
a set of films and videos of himself performing
monotonous actions in his studio. These works fall
into two groups. The first is a set of 16mm films,
typically each around ten minutes in length, made
in San Francisco in a studio in Mill Valley that
Nauman sublet from his former teacher William T.
Wiley in the winter of 1967–8. The second is a set
of videotapes, each around sixty minutes in length,
made with a Portapak video camera in a studio
in Southampton, New York, over the following
winter, 1968–9. In these films and tapes, all
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with Contraposto, 1968 and Contrapposto Studies, I
through VII, 2016) (fig k) or around the perimeter of a
square (Dance or Exercise on the Perimeter of a Square
(Square Dance), 1967–1968) (fig j), or up and down a
corridor (Performance Corridor, 1969). These works
explore confines and working with constraint, as well as
repetition. He exaggerates the repetitive motion and
removes most context from the frame, so the video becomes myopically focused on his motion. Then the
deviations start to stand out. He trips slightly, his shirt
gets snagged, or he leans differently. These simple
gestures fall away and what is left creates an extreme
sense of unease.
Repetition as a Mode of Content Creation
Ultimately, this idea of repetition creating difference is the
reason we do not see things in isolation as unchanging
objects. Rather, we see change, and we see context. And
this is why, when we look at some things, we have the
moment when we can’t tell exactly what it is, but something
just isn’t right. E.H. Gombrich gives the example of a
drawing of a man’s face. If the drawing was created by a
person who did not know the man, it will not capture
the essence of the human. And the man’s partner, who
knows the face in context to a life, will see a difference
in the replicated image. Often, the response will be, “I am
not sure what it is, but something is just not quite right.”
This is a reaction to a difference that is generated
through context.

recorded in black and white, Nauman performs
various mundane and repetitive actions: stamping, jumping, playing the violin, bouncing balls,
but mostly walking. In some cases Nauman
explores the rhythms of walking, stamping out a
set of changing tempos; in some he explores gait,
shifting his weight from leg to leg in an exaggerated manner; in some his walking is more mechanical, each step broken down into its constituent
parts; and in every case his walking is enclosed
within the confines of taped lines, a corridor, or
the studio itself. When exhibited, these works are

played on a loop, making it easy to imagine that
Nauman has been pacing forever. Indeed, there is
something sinister behind the apparent banality
of the repetitive actions” (Burgon).

21

l Haus u r, Rheydt, 1985
Gregor Schneider
Room within a room, plaster boards on a wooden
construction

n The New North, 2017
David Altmejd
Wood, foam, expandable foam, resin, paint,
magic-sculpt, magic-smooth, epoxy, glue,
mirror, horse hair, quartz crystal and wire

m Eye, 2015
David Altmejd
Polyurethane foam, epoxy clay, epoxy gel, acrylic
paint, synthetic hair, resin, glass stain, quartz,
pyrite, celestite, amethyst, fluorite, steel, marble

Artists Gregor Schnieder and David Altmejd both work the liminal space between the interior and the exterior
with this notion of something is just not quite right; in
and reveals monstrous beings created out of incongruent
their work, it is the uncanny, the unheimlich. From 1985
form. He explores the limits of the uncanny, which relies
to 2001 Gregor Schneider occupied a house in Rheydt,
on recognition of the human form gone terribly wrong. It
his hometown (fig l). In this house, he built an exact
makes the viewer self-conscious of their bodies in space
replica, “a discontinuous, unregulated typology of rooms and aware of the contorted shapes we make as we move
built inside the house’s preexisting rooms” (Dessau).
through the space, interacting with the work.
Walls were built in front of walls, floors on top of floors,
ceilings under ceilings, etc. So the outcome was the exact Perception Requires Time
home replicated within the home at the largest scale
According to Lexicographer, Samuel Johnson, perception
possible, something akin to a matryoschka doll. The effect is to discover by some sensible effects, to consider.5
is unsettling. The repeated form creates unease because
Alternatively, it is the power of perceiving, knowledge,
it is not the same, but it is impossible to pinpoint quite why. consciousness; it is to know, to observe, to be affected
The reproduction creates spaces and gaps, which also
by. As the world advanced so did our perception.
brings to question the seen and the unseen. In other
Perception shifted into a means to understand concepts
works, he equally plays with a viewer’s perceptions by
and an increasingly complex environment. The more
presenting pristine white spaces, which ultimately make
we engaged with the world and started to shape our envithe viewer more aware of the sounds and smells in the
ronment, the more our perceptions of that world
space. The air conditioning, a scraping sound, the smell
changed and took form. As this built up, humans became
of building materials, these are the points he is asking
able to discern complex systems that exist, and we
the viewer to notice, and this is done by controlling the
learned how to focus on and manipulate those systems
context under which he presents them.
so to better understand them. “Scientific knowledge is
Quebecois artist David Altmejd explores the uncanny a human creation, made with available material and cultural
through his sculptures that mix the grotesque with the
resources, rather than simply a revelation of a natural
beautiful. He uses crystals, flowers, jewels, and mirrors and order that is pre-given and independent human action”
juxtaposes those with decay, distorted body parts,
(Yanni, p 4). Once the systems were learned, it was then
and references to violence. He then places these within
possible to apply them with intention. Further to this,
carved out recesses in human figures, or builds onto
Aristotle explained in Poetics that the reason we like to
the figure, adding parts and layers. The result is at once
look at representations of things is because we enjoy
beautiful and unsettling (figs m + n). The work explores
the process of learning. It is that moment of understanding,
5 To Perceive v. a. [percepio, Latin]
To discover by some sensible effects. Consider,
When you above perceive me like a crow, That it is
place which lessens and sets off. Shakespeare.
To know to observe
Jesus perceived in his spirit that they so reasoned
within themselves. Mark 11.8
To be affected by. The state of being affected by
something.
The upper regions of the air perceive the collection
of the matter of tempests before the air here below.
Bacon (Johnson)
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and realizing what we are looking at, that gives us joy.
This is also where symbolism (and multiple meanings)
begins to be important. Time lets us understand the
concept and make it more complicated.
In the Bronze Age Aegean Islands, the smiths created
metalworks with specific mottling and a blue patina.
The mottling was caused by the process of smelting, and
the patina was created from an arsenic alloy (fig o).
Over time, the aesthetic cues associated with these works
symbolized the upper class, as there was a palatial
monopoly over metalworks. These were associated with
religion, magic, ritual, and wealth. With this system of
value in place, this culture started making skeuomorphs
of the metalworks (fig q). They used clay and pottery
techniques to make vessels that mimicked those of the
palace, and these gave the populous access to visual
representations of the valued works. This process of adding symbolism to complex systems continued. It provided
a framework around which they based their religion, mythology, social hierarchy, and ultimately their handmade
goods. The entire visual and epistemological world came
out of these systems.
This process is evident in the history of art as well. It
was not until the middle ages that western artists understood perspective, and it was during the renaissance
when they successfully incorporated a two-point vanishing
line into their work (The Image and the Eye, pp 20–24).
It took understanding the science of the vanishing point
to be able to apply the concept to their work. Painting
changed drastically after this. Later, symbolism became
more important. If we look at the Dutch Golden Age, still
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o Kantharos, c. 1900–1550 BC ,
Middle Helladic III
Mycenae, shaft grave IV
Gold alloy

q Grey Minyan Ware, c. 1900–1550 BC ,
Middle Helladic III
Mycenae
Clay

p Still Life, ca. 1625–30
Georg Flegel
Oil on wood

r Quis evadet? (Who Will be Spared), 1594
Hendrick Goltzius
Engraving

lifes of food and flowers became abundant. This shift
from vanitas paintings of skulls and other reminders of
immortality came about due to Dutch colonialism.
Imported goods made their way into works of art, and
over time, a robust symbolism structure grew around
these objects.
To provide a few examples, earthly wealth was symbolized by ledger books, game and exotic birds, beer,
jewelry, dishes, peonies, tulips, spices, and serving vessels;
the columbine flower symbolized regret, the Iris was
the trinity or suffering, lettuce was penitence, the morning
glory was truth, poppies were death, and violets were
humility; while food stuffs, such as the oyster, were a
common symbol for aphrodisia. This culture of symbolism
started from the medieval tradition of using landscapes
to illustrate the passage of a year in books of hours. In the
Renaissance, the vanitas painting increased in popularity.
The Dutch used rot and mold, snuffed out candles, musical
instruments, and broken objects to symbolize death and
the fragility of life (fig p). And then, a reference to ancient
Greek philosophy made its way into the work — the
bubble. Hendrik Goltzius’s Quis Evadet? (Who will be
spared?) shows a putti with bubbles leaning on a
skull (fig r). This work introduced a new symbolism. From
this point, the artists created a vast symbolism structure
that they employed to illustrate their concepts. No longer
did the viewer need a skull to understand the subject
of a painting. By the seventeenth century the subject was
clear from the choices and combinations of symbols
the artist included (fig s).
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t Parsifal I, 1973
Anselm Kiefer
Oil paint and blood on paper on canvas
This shows a cot, referencing the birth of Parsifal
as well as the birth of art and the artist as creator.

s Still Life with Oysters, a Silver Tazza,
and Glassware, 1635
Willem Claesz Heda
Oil on wood
u Parsifal III, 1973
Anselm Kiefer
Oil paint and blood on paper on canvas
Names listed include — Parsifal as Fal-parsi;
Guramet, the hero's father; Titurel, the ruler
of the Grail; Amfortas, Titurel's son; Klingsor,
a magician; Kundry, a seductress, and the
Baader Meinhof terrorist faction who disrupted
post-war Germany.

Art Historian Seymour Slive acknowledges that we
still enjoy these works because they are beautiful, with a
“detached wonderment” even though the typical gallery
goer does not know the historic symbolism for each of the
subjects. He continues to quote Eugene Fromentin6
who argues that all of the work from this Golden Age is a
mere portrait of Holland. Fromentin was writing in the
nineteenth century, and his point was that the subjects
were so accurately and beautifully captured that a viewer
got a glimpse into the life of the Dutch in the 1600s
(Slive, p 480). However, this remains an astute observation
and an interesting shift in perception. Contemporary
viewers do not automatically understand the reference
to ancient writings, but we do see the porcelain from China,
spices from India, and plants from Africa.
Contemporary examples of artists who use symbolism
as a carrier of concept include Anselm Kiefer and Tony
Oursler. Anselm Kiefer’s work is steeped in history, which
he explores using a variety of materials and symbols from
alchemy. He incorporates lead, glass, and hay along with
references to legends and operas to address Germany’s
recent history and Nazism.7 In Parsifal I, Parsifal II,
Parsifal III, and Parsifal IV he references Wagner’s opera
Bühnenweihfestspiel, which was a recreation of the
story of the holy grail (figs t + u).
The works can also be seen as a reference to Kiefer’s
life. He perceives himself as born a fool and over time
riddled with the weight and stress of his culture’s past and
the challenges of his own career. For symbolism in these
works, the cot references the themes of motherhood,
6 “Fromentin’s painting, although it belongs to
the Romantic Orientalist tradition; is not
trying for exact picturesque detail. It offers us an
idealised and rather nostalgic image from the
past, the medieval era in particular, as is confirmed
by a comment made by critic Paul de Saint-Victor
in 1863 when the painting was exhibited at the
Salon: ‘The grand air of the horsemen, their dazzling
costumes and noble steeds indicate great African
lords. Falconry is indeed the privilege of the
Algerian aristocracy [. . .]. It must be a divine pleasure to ride through plains and valleys carrying
this winged vassal on one’s glove. . .’” (Chasse au
faucon en Algérie).
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origins and birth; the attic represents the beginning of
time, it is the moment when good and evil are delineated
as well as a representation of Kiefer’s studio and the
space in which he grapples with the concepts in his work;
and the swords reference a battle between Parsifal
and another knight, Ither. He also connects the work to
German history. “Not surprisingly the monumental
architecture and Wagnerian tradition so celebrated in
the Third Reich feature prominently in his work, as
hallmarks of the dominant ideology and culture which
shaped the world into which he was born. However,
his concentration on the past, to construct an allegory
for the present, which is the most common line of
investigation into his imagery, is supplemented in Parsifal
by the addition of the names of the core members of
the Baader-Meinhof terrorist group. This group’s activities
were at the forefront of national attention during the
period Kiefer was painting the ‘Parsifal’ cycle” (The Tate
Gallery, p 515).
Tony Oursler created a similar cosmography of symbolism in which he works. Oursler collects ephemera
dealing with the occult, pseudoscience, paranormal, and
magic (fig v). From this collection he created characters
who play in his film Imponderable (fig w). He uses this
ephemera to explore technology as a metaphor for science
and spiritualism. He also uses technology as a connecting
thread between the two fields. For Oursler, however, the
archive is also a family history. His grandfather worked
with Harry Houdini and Arthur Conan Doyle to distinguish
fraudulent from credible examples of mystical exploration.

7 “Given the multiple possibilities of the
meaning of the word ‘occupations’ in the original
German (Besetzungen) – which can refer to
territorial expansionism, student sit-ins, cathexis
(a psychoanalytic term for ‘holding fast’), the
transferral of meaning onto a symbol or the casting
of a play (or the assumption of a role within it) —
there is an ambivalence about the psychological
motivations of the performer in Anselm Kiefer’s
Occupations action and the Heroic Symbols
photographs that document them. But semantic
ambivalence is at the core of his work, something
that Kiefer, who is as much a visual poet as visual
artist, has acknowledged and welcomed” (Weikop).
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v “Souvenir de Lola, La Femme Insensible”
Postcard
Taken from Imponderable: The Archives of Tony
Oursler, published by LUMA Foundation in
coordination with the Imponderable exhibition
at the MoMA

The occult was a popular mode of entertainment at the
time, and these three men were working to cull those
who were working in sleight of hand, as opposed to
those with legitimate connections to this paranormal
world. Now, the stories (and notoriety) of Houdini and
Doyle play a role in the work of Oursler. These have
become characters in his work and their stories carry
the symbolic weight.
Perception and the Individual versus the Group
The fact that perception is an additive process that
requires time to become fully realized means there are
facets of perception that pertain both universally as
well as individually to humans. Since it is learned, it is
particular to the person in question as learned information is intertwined with our personal histories. The
universal facets are those things that are common to
all people or to a group; these are agreed upon signals
and signifiers, symbolism, and constructs.
Maggie Nelson engaged both of these in Bluets.
Technically, this is a book about the color blue. But in
reality it is a story about the author’s sexual and nonsexual relationships, and ultimately it is about extreme
human emotion and attachment to other people.
Nelson begins, “Suppose I were to begin by saying
that I had fallen in love with a color. Suppose I were
to speak this as though it were a confession; suppose
I shredded my napkin as we spoke. It began slowly.
An appreciation, an affinity. Then, one day, it became
more serious.” This beautiful verse is singularly
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w Imponderable, 2015–16
Tony Oursler
Video Still

important. We can potentially relate to it; we know what it
is to fall in love, possibly with a concept or an object,
but this experience is individual and specific. She then
continues, “In 1867, after a long bout of solitude, the
French poet Stéphane Mallarmé wrote to his friend Henri
Cazalis: ‘These last months have been terrifying. My
Thought has thought itself through and reached a Pure
Idea. What the rest of me has suffered during that
long agony, is indescribable.’ Mallarmé described this
agony as a battle that took place on God’s ‘boney
wing.’ ‘I struggled with that creature of ancient and evil
plumage — God — whom I unfortunately defeated
and threw to the earth,’ he told Cazalis with exhausted
satisfaction. Eventually Mallarmé began replacing
‘le ciel’ with ‘l’Azur’ in his poems, in an effort to rinse
references to the sky of religious connotations.
‘Fortunately,’ he wrote Cazalis, ‘I am quite dead now’”
(Nelson, p 2).
In this entry, Nelson relates her experience to a larger
concept. She implicates the color blue with religious
symbolism through the words of a poet, and this begins
to expand the symbolic perception. She continues to
expand to Goethe’s Theory of Colours, filmmaker Derek
Jarman, Sir Isaac Newton, and Ludwig Wittgenstein’s
Remarks on Colour who all wrote about the color blue,
and then on to the bower bird, which is well known to
attract mates using bowers decorated with found blue
materials. All of these references culminate in an
exploration on desire, loss, and solitude that is rather
universal to the human experience. Whereas each
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x Untitled, 2003
Marcel Dzama
Ink and watercolour on paper

person who reads the book will have their own associations with the colour, this allows the reader to access
Nelson’s concepts as they pertain to that individual’s
life. In a similar vein, some of Kate Chopin’s work falls under
the same experience. She recounts narratives of
particular women’s lives, and yet they resonate with the
women who read the stories. In particular, Chopin’s
fascination with Darwin’s work on sexuality indicates a
universal characterization within her work.
This flux between personal and universal perception
is also apparent in the work of Marcel Dzama. He imbues
simple narratives with references to surrealism, Dadaism
and specifically the Bauhaus Triadic Ballet through
hybrid creatures and anthropomorphism. However, he
places all of his work on a white background because
he grew up in Winnipeg, and the white background references his individual experience of snow. His work
also explores larger concerns that are more universal,
such as political history, war, and torture, by employing
mythology and storytelling as well as a recognizable
visual language (fig x). He makes statements to a western
audience by subverting visual symbols from history, of
which we are generally aware, and his hybrid creatures
make apparent associations between disparate objects
and beings.
Visual Experience is Dynamic
Perception is the reason we can still recognize constants
that are in flux. Many visual cues are involved with
recognition and cognition of our visual world, and this
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prevents us from being visually overstimulated to the point
where we are unable to parse information. If a person
changes their physical appearance by cutting their hair,
growing a beard, or wearing glasses, we can still recognize the person; if recognition was based only on sight, we
would not be able to understand that it was the same
person with a variable applied. As Gombrich points out,
caricatures are great examples of this. Some visual cues
are amplified and others are diminished, but we recognize
the person. This is because it is a depiction of the impression of the person rather than a one-to-one likeness
of the sitter’s physical traits. This is also true of motion
and parallax. We do not constantly engage with a moving
object, but we can understand that if an object increases
in size, it is moving toward us. It did not grow. This also
deals with the distinction between memory and recall.
If we consider the human face, it changes over time.
The nose and ears continue to grow, wrinkles appear, etc.
The more frequently we see the person’s face, the less
noticeable the changes are, and conversely, we can be
struck by a person’s aging or weight fluctuations if we see
them infrequently. However, neither precludes recognition
of the person, yielding a constancy of perception (fig y).
This is also pertinent to the earlier point regarding the
perceived personality that become intertwined with the
visual cues.
In his books, Art and Illusion and The Image and the
Eye, E.H. Gombrich talks about constancies. In both, he
references Winston Churchill who pointed out that even
in realistic landscapes we are forced to use our memory

31

y Faces Of Century, c. 2017
Jan Langer
Photograph

After just finishing high school at 23, Vlasta
Cížková poses for the camera and again on
the right at 102.

Pictured here is 22-year-old Prokop Vejdelek
during his attendance to an ‘Oath Of Enlistment’.
On the right he is 101-years-old.

Bandmaster of his own band, on the right
Antonín Kovár poses for a photo at the age
of 25. On the right he is 102.

Marie Burešová photographed at her own
wedding at just 23 and again at 101-years-old.

to comprehend the image. The artwork is flat, where in
engaged and this makes the work instantly recognizable
life, we see depth, and in psychological study, this
though completely different from our personal examples.
is because of constancies (Art and Illusion, p 36). This
Irene Kopelman also does this in Indexing Water (fig aa).
stabilizes our view of the world so that changes do
This fascinating piece is the culmination of work she
not require unremitting re-learning of our surroundings.
conducted with Marcel Wernand. Their work looked at
This is why perspective works. He continues to explain
previous studies that focused on colour shifts in the
that this is why reductionist illustrations are legible. This
natural world. This included Darwin’s scale in which he
is particularly important for a person making pictographs. investigated bird’s eggs for deviations in shell colour.
The reduction of shapes to a core concept requires
Darwin hypothesized that birds could be identified based
the pictographer to understand what can be distilled and on the colour of their shells, and accordingly he
allow the shapes to remain legible. Silhouettes are
attempted to classify them by colour. Horace-Benedict
another example. We can recognize a family member
de Saussure sought to classify sky colours using what
though their shape has been reduced to an unwavering
he called a cyanometer (fig bb). This was a circular disk of
outline. Distillation to simple forms requires that we
blue painted swatches that could be held up to measure
use memory and perception to stabilize our view of the
the intensity of the sky.
image. We naturally fill in the blank, and simplification
Another scientist was interested in the colour of the
of the shapes makes that process immediate.
lakes, rivers, and seas, and he classified the water colours
Artist Rachael Whiteread relies on this process in her based on minerals. This work was continued by scientists
body of work. She presents the negative spaces of
with varying success. Ultimately, Kopelman and Wernand
objects and places. She has cast stairwells (fig z), whole
were looking at the Flore-Ule Scale, an index of 21 colors
houses, and water bottles. At times she will turn the
that were used starting in the nineteenth century to
cast on a side, or upside down, but in each instance, the
measure the colour of water. In the book, the colours from
result is something familiar that asks the viewer to
the Flore-Ule Scale are presented in full bleed sheets
consider the original structure. What is on view is literally of cascading tabs running from purple, blue, greens, yellthe opposite of the thing that we are looking at, and
ows, to a deep red. This is interesting because it is both
both are recognizable. One of the most interesting aspects a representation of water and an alternative presentation
of her work is its connection with the human body.
of a colour scale, and yet, both are recognizable due
Though she casts negative space, the viewer understands to perception. One can look at all of the colours at once
the spaces as the body would interact with them. It
and understand each as possible colour for water.
recalls memories of similar spaces with which we have
The viewer recalls moments at the beach, or looking out
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z Untitled (Stairs), 2001
R achel Whiteread
Plaster, fibreglass, and wood

Indexing Water, 2018
Irene Kopelman
Installation View

aa

bb Cyanometer, 1789
Attrib. to Horace-Bénédict de Saussure
and Alexander von Humboldt
Paper and dye

at a river after a heavy rain, and it accentuates the variety
that is possible. Likewise, if the viewer looks only at a
single open page, this impact is still relevant, though it is
muted. The singular colour spreading out over the
sheet is less legible than when viewed in comparison to
others, but one can still recollect a body of teal water.
Continuity in Perception
The ability to understand what we see in spite of change
also allows us to understand that one object may
have multiple significances, and it may be a symbol for
multiple concepts. This is key to the work of many
contemporary artists and graphic designers. Matthew
Barney, Batia Suter, Ryan Gander, Bruno Notteboom
and Pieter Uyttenhove are making work dealing with
these concepts in ways that are particularly relevant.
To give a brief example of the way Barney uses multilayered symbolism, in Cremaster 2, the action is
characterized by the execution of Gary Gilmore, who is
Harry Houdini’s illegitimate son.8 Houdini is important
to Barney because he famously worked with the restraints
rather than attempting to break them for his tricks.
These two men symbolize both blood atonement and
hubris in the films. Similarly, the masonic tradition of
carving an ashlar is symbolic of atonement of the lower
self for the greater self and is central to Cremaster 3.
This idea develops again in Cremaster 4 with a race between ascending and descending hacks. The race
takes place on the Isle of Man, the home of the loughton
ram (characterized by both ascending and descending

8 Barney is an extremely deliberate artist.
Everything that happens in his work, happens for
a particular reason. Nothing is arbitrary. He
is inventing a world with a language and set of
symbols to go with it. For instance, in Cremaster 3
the tartan fabric specially woven for Barney’s
costume incorporates the colors blue, red, and
apricot, to symbolize veins, arteries, and skin.
One recurring symbol is an ellipse with a horizontal line bisecting it: –0–. It appears as the basis
for an insignia or logo in all five films. As a
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horns (fig dd)), and adjacent to a place with naturally forming
geological formations in the shape of a hexagon,
referencing the bee and the ashlar shape (fig cc). This
circular symbolism is prevalent in his work.
Batia Suter makes connections between form and
concept in her work. She mines archives and books
for imagery and then reconnects the contents, creating
interwoven worlds that illustrate one perspective
from the imagery that was pulled. She calls her work a
summary because it is a cross section of larger groupings
from which she takes, rearranges, and presents. She
connects imagery using a variety of methods that seem
logical as the viewer works their way from one piece to
the next. In Radial Grammar (fig ee), she uses radial
shapes that she pulled from art, science, and machinery
books, and re-connects them in a progression that
seems so logical and obvious that one wonders why they
would have ever been in another book or order. And
then we realize that the progression went from Kodak lens
on a camera, to an image illustrating the expansion of
the universe, to a photograph of an esophagus, and then
a sculpture from Africa.
These moments of looking at the works formally and
then creating a story are rewarding. They are the
moments within perception that Aristotle speaks of, when
we understand a system and feel success. She uses
the same structure in her Parallel Encyclopedia 1 and 2
which call on form and subject to create connections.
The first image is a landscape with a mountain and clouds.
The final image is drops into water. And all of the material

pictograph, it represents the artist’s notion of
self-imposed restraint over an organic system.
Named the Field Emblem, it signifies the orifice
and its closure. Barney sees human biology
as a kind of contest with the environment; like a
traditional heraldic emblem the Field Emblem
encapsulates and translates the artist’s complex
symbology into visual shorthand. But the Field
Emblem also functions like a corporate logo,
ensuring a certain brand identity by virtue of its
constant presence in the work” (Guggenheim).
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cc Perfect Ashlar, Symbol of the Freemasons,
Master mason
Stone
The perfect square is the symbol of the freemason
as it takes mastery to care one by hand. This
symbol is indicative of the moment when the
journeyman becomes a master. Morality is
intertwined with the symbolism.
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dd Cremaster 4, Loughton Manual, 1994
Matthew Barney
C-print in self-lubricating plastic frame
Photo by Michael James O’Brien,
Courtesy Barbara Gladstone
Matthew Barney as the Loughton candidate
stands next to a loughton ram. The ribbons
reference Cremaster 5, when a group of pixies,
having tied ribbons to the testes, coerce the
organs into their descended state.

ee Radial Grammar, 2018
Batia Suter
Book spread
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ff Recollection Landscapes, Rephotography,
Memory and Transformation 1904–1980–
2004–2014, 2018
Bruno Notteboom and Pieter Uyttenhove
Book spread

in between logically follows from one image to the next,
along, but each image makes use of two reads or undereach time pivoting using some symbolic rationale in the
standings of the content and flows from one onto
image. The result is repeated moments of understanding the other without the need for extraneous research.
which is extremely satisfying.
The fourth example is a project by Bruno Notteboom
Ryan Gander’s Loose Associations also uses this
and Pieter Uyttenhove entitled Recollection Landscapes,
method where one idea logically follows another
Rephotography, Memory and Transformation 1904–
through some connection that may be obvious, formal,
1980–2004–2014 (fig ff). In this book, images of landscapes
latent, or even obscure. This work was originally a
in Flanders are presented, taken from the respective
lecture, but it takes the watcher / reader from language
years. It is a documentation of time. Seeing the images
extinction to the panorama in Den Haag. His work is
combined creates a shifting perception of the landscape.
particularly successful because it is so accessible. His
We can imagine what caused the changes that are
references are wide reaching, and the manner in
evident, consider the lives that were impacted, and start
which he moves one onto the next makes it clear to what to create narratives from simple photographs taken
he is referring. He also provides all of the context
at specific latitude and longitude coordinates. The book
necessary to understand each time the symbolism shifts. tells the story of individual spaces as well as a changing
“…This is a work by Liam Gillick called Inside Now, we nation and landscape.
walked into a room with Coca-Cola coloured walls
Botanist Jean Massart took the original photographs
from 1998. It’s taken from a passage from his book Big
around 1904. In the 1980s Georges Charlier went to the
Conference Centre. The daubs are where he attempted same location and re-photographed the landscape. Both
to recreate the colour of Coca-Cola. Gillick Brown.
sets of photographs were displayed in an exhibition.
And this is Bill Drummond’s International Grey. There
Since then, two more series of photographs were made.
is a different grey in each tin. This is evidence of the
Interestingly, the documentary nature of the photos
British window tax of 1697. Other obscure taxes that year removes the human and personal notion from the works,
included whitewash used to paint the exterior of
but that lends itself to making the works more accessible
houses . . .” (Gander, p 78).
and riper for narrative. It is fascinating, we can still
With this, he takes us from concept to concept, but
recognize each space, in spite of a variety of changes in
each step is a clear progression with just enough
the landscape over 110 years. This perfectly illustrates
additional information presented for an outsider to follow the concept that perception is dynamic.
along. Much of his content is historic, and one would
expect to need access to the Internet or a library to follow
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gg Igor, 1987
Philip-Lorca diCorcia
Chromogenic color print

Francesco, 1985
Philip-Lorca diCorcia
Chromogenic color print

Perception Requires Pairing / Context is key
One of the most important aspects of this topic is context.
Context is critically important to our comprehension,
reaction, and memory of all things. Everything is modulated
by context. We see based on the things around
something, and we conceptualize based on things that
inform the object or concept in question. Essentially,
we see in relation, and we conceptualize properties based
on those imposed upon the object we are viewing for
two reasons. It is what is because it is not something else.
Everything that is happening at the time we perceive
something will impact our ongoing notion of that thing.
This means that architecture is incredibly important to
our experience of the world. This notion also defines the
curator’s position when pairing works or considering
display. The incredible opportunity within this is flipping
between multiple symbols or pairings so the viewer can
enjoy shifting connections and make connections of their
own. This is also the reason why objects perceived in
isolation are skewed. For example it is impossible to determine the distance or height of something without a
relative position. These are all aspects that relate to art
history, collecting, and presentation of visual materials.
The work of Philip-Lorca diCorcia is exemplary of this
attribute of perception. He plays with perception by
combining real people and places in his photographs,
however the people and places do not go together (fig gg).
This directly explores the idea that conceptualizing and
understanding visual cues requires a set of contextual
signals in order to make sense of an image. On his work,
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he stated “The elements which call into question the
normal relationship of appearance to truth in photography
are, for most artists of my generation, tools to enrich
the experience of work rather than ends in themselves”
(diCorcia, 11). None of this is happenstance, however,
he meticulously stages every shot. The duality between
fact and fiction disturbs perception. It makes the viewer
question the way they categorize information and what
they visually take for granted. The contents of the
photograph beg to be read in one way, as does the authoritative setting of a photograph in a gallery or museum
setting. However, the fact that they are staged is confusing
and forces us to consider our relationship with visual
perception, photography, and the gallery.
In Faux Guide (fig hh), an exhibition held in Toronto and
London, artist Yto Barrada explores similar concepts.
The show includes photographs of dinosaur footprints,
toys from the 30s, real and fake fossils, pedagogical
paintings, Berber carpets, sculptures made of plumbing
materials, and excavation tools. Barrada is the “faux
guide,” the pieces are her collection, and placing the
works into a museum setting as opposed to a marketplace,
creates a context. Due to natural history museums and
their placement, these pieces make sense to us together
in a museum or gallery setting. However many of them
have no place in a museum, which is reinforced by a film
that shows fossil fabrication for tourist tchotchkes.
Similarly, in a house setting the carpets would be walked
upon with dirt-covered shoes, but in the gallery setting,
they remain pristine as fancy heals awkwardly avoid
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hh Faux Guide, 2016
Yto Barrada
Installation view
Power Plant, Toronto

stepping on the art. Collection and distribution are key to
the narrative that Barrada constructs in this exhibition,
and she use the context to present the narratives clearly.

catalogued by genus and species, but others, such as
that of Emily Dickinson, are organized much more loosely
(fig ii). They all provide information on the structure and
DNA of the plants from the time at which they were
Context in Collections, Museology, and Exhibitions
collected, and many include plants that have evolved
In general, this is what museums, galleries, collections, and significantly or are now extinct. But Dickinson’s also gives
other practices that combine disparate things are doing.
a glimpse into what she must have seen every day,
Through context, these spaces create new narratives
and what she regarded as important enough to preserve.
because everything around an object will have an impact Further, the order in which she chose to place the
on how we understand and remember it. The curators
flowers on the page tells a story. It makes connections.
take viewers through a concept using visual forms and,
As a non-scientist, this is a window into the time and
often, text. The formation and presentation of these
space of their collector.
relationships, as well as the ways that these relationships
In England in the 1100s to 1200s, people were creating
are used to illustrate alternative and shifting symbolisms, bestiaries (fig jj). These books catalogued creatures,
are key to engaging with both the exhibition’s concept
both real and imaginary, but the interesting thing was the
and the works in the collection. In particular, the relation- connection between the text and image. They included
ships, and alternative narratives, formed in herbariums,
descriptions of the animals alongside tales about their
bestiaries, and museums, as well as the value scales and
respective dispositions. There was a medieval belief that
hierarchies that occur as a result of these relationships,
humans were meant to learn righteousness from the
are important.
animals, so these stories taught morality. In the illustrations
Herbariums are collections of dried plants that are
that accompanied, the disposition of the animal was
stored for study, and they provide an interesting
also visually portrayed. The allegories for the animals come
narrative of the person who made them as well as the
from a few sources, most notably Physiologus, a third
time and place in which they were made. Originally,
century Christian manuscript, and Pliny the Elders’s
herbariums were collections of only the plants used in
Historia Naturalis, which was written in the first century.
medicine, but at the beginning of the 18th century,
Both of these works include real and fantastical
botanist Joseph Pitton de Tournefort used the word to
creatures, and they detail interactions between mankind
describe a collection of dried plants. Carl Linnaeus
and the beasts. Pulling from classical sources, Pliny
continued to use the term in the same manner. These
also goes into detail on how to care for the animals. Early
books of plants vary in their scientific scrutiny. Some are
English examples included sermons and other instructive
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ii Emily Dickinson’s herbarium, a facsimile
edition, 2006
Oxalis, violacea. Violet Wood-Sorrel.
Ipomea, Quamoclit. Cypress–Vine.
Clematis, viorna. Leatherflower.
Conopholia American. Squawroot.
Corallohiza maculata. Large Coralroot.
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Helmingham herbal and bestiary,
c. 1500
“The volume comprises 95 drawings of flowers and
trees and 49 drawings of animals and birds,
giving a remarkable picture of English knowledge
of natural history in the Tudor period. In most
cases, the plants or animals are not drawn from
nature; they are depicted to varying degrees of
realism” (Yale Center for British Art).
jj

kk

Natural History Museum, London

ll The Great Hall, Yale Peabody Museum of
Natural History, New Haven
This is a perfect example of an exhibition that tells
us little about the work that is on view, but a great
deal about tastes and hierarchy of value. The
mural in the great hall, as well as the specimens
on view, are very much of their time.
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mm Untitled (Painted educational boards
found in Natural History Museum, never opened,
Azilal, Morocco), 2013–2015
Yto Barrada
Chromogenic print
These nicely illustrate the ideas around context.
Barrada presents these pieces that were meant
to be in a natural history museum. However, they
were not opened, so what does that make them?
In Faux Guide, they are placed in yet another
context, that of a contemporary art exhibition,
which presents another read.

texts to reinforce the moral message. The images of the
knowledge they could impart, and they studied the ways
animals were set with gold leaf background, flourishes,
in which all of the specimens were interrelated, which
or at times gruesome hunting scenes. These were all to
brings us back to context. “Museums construct cultural
engage the reader so to bolster the message of moral
narratives” (Yanni, 8). Victorian Natural History museums
righteousness.
are the place and time when architects and curators
These herbariums and bestiaries are interesting in
realized they could suggest concepts by the way the
their own right, but they also provide a great deal of
objects were placed in space.
insight to the people who created them and the tastes
We know that this was a time in which scientists
of the time. Emily Dickenson chose to include specific
looked at these objects as way to understand the Christian
plants in her herbarium, as did other collectors. These
God because science and religion were integrated.
were the plants that were valued at the time, which
This would have been evident in the presentation of the
tells a great deal about hierarchy in addition to value.
objects as well as the architecture of natural history
The natural progression is from collections in books
museums built at the time — they resemble places of
to physical collections. Natural History collections
worship. Carla Yanni points out that this was true in other
started in the 1600s as curiosity cabinets in people’s
parts of Europe as well. These spaces offered visitors
homes. However, by the 1800s these shifted into
ideas that were important at the time, which now presents
collections by naturalists who focused on learning from
us with a better understanding of the lines of thinking
the objects. This shift is important because ultimately
that were prevalent in the day. It does this much more than
the naturalists’ collections turned into natural history
it provides us with information on taxonomy and science.
museums, and therefore the respective collections can
Ultimately, we learn about the hierarchies in knowinform us of varying perceptions of the natural world
ledge branches, as well as between objects, in the
at specific times.
nineteenth centuries. What was displayed was considered
By the nineteenth century, natural history had become to be more important than other objects. How these
a “complex social practice”. Rather than a set of ideas,
objects were displayed also tells how each object was
naturalists were learning from the objects in the museums. perceived in comparison with those around it. Foucault
At the time, presentation was everything (fig kk). A
wrote about this in The Order of Things in which he
scientist or a person seeking legitimacy would present
argued that museums provide an inherent hierarchy due
their objects with strict organization, and this distinguished to the classification and presentation of objects (fig ll).
them from their earlier curio-obsessed counterparts.
Individual collections and practices based on
Naturalists were interested in these objects for the
collections create similar relationships. Returning to the
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work of Francis Alÿs, Yto Barrada, and Batia Suter, these
artists are all creating work from their collections.
Their choices indicate a value scale. They also create
narratives and symbolisms for the audiences from
the choices they made in what to save, what to present,
and how those objects are presented. When we see
the collection, we start to make connections and these
are coloured by our own personal experiences. It
becomes a collaboration. In the case of Francis Alÿs’s
Fabiola Project, the vast array of images start to create
a narrative through difference. We think about who
painted the individual works and what led them to make
decisions that deviate from the others. Similar processes occur when we engage with Suter’s or Barrada’s
collections (fig mm). We consider the relationships
between the works, and that impacts our understanding
of the individual works and the whole collection.

Introduction, Becoming Aware

What about graphic design?
It is my belief that all of this relates to graphic design in a
variety of ways. Working with constraints to generate
concepts and content is one point, as designers love
constraints and grids and rules. Likewise, considerations
of flipping symbolisms, context, time, and history are
also aspects that designers frequently use to push against
or to relay a concept. With this in mind, I am interested
in the ways we can use the points above to enrich the field
and to better anticipate the responses of our audiences.
When humans are so influenced by the deluge of
information around us, it is the job of the designer to cut
through this. We have to account for the changes that
are made in the minds of audiences every time they consume information. We also must consider the ways that
content that may accidentally be consumed with other
content, over which we have no control, and the fact that
this will form new relationships, hierarchies, and
unplanned conceptual frameworks. We rely on context
to parse information, which is important when we put
our work out for consumption. All of this will inform the
fact that most things we encounter will have a host of
manifest and latent symbolisms. How can we lean in on
this? I think using the multifarious nature of symbolism
is a challenge that can create better design. I think
working with this constraint, we can create content that
is surprising and reminds viewers that their perspective
is only one among many possibilities, and that it is
constantly shifting.
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Association may be provisionally deﬁned
as the observable connection between
successive objects or partial objects of
consciousness, of which the second is
not an object of perception.
Mary Whiton Calkins
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The Gestalt Theory of Proximity1
Excerpt from Laws of Organization
in Perceptual Forms,
Max Wertheimer, 1923
(i)

I stand at the window and see a house, trees, sky.

I. A row of dots is presented upon a homogeneous
ground. The alternate intervals are 3 and 12 mm.

The concrete division which I see is not determined
by some arbitrary mode of organization lying
(i)
solely within my own pleasure; instead I see the
arrangement and division which is given there
Normally this row will be seen as ab/cd, not as ( ii )
before me. And what a remarkable process it is
a/bc/de. As a matter of fact it is for most people
when some other mode of apprehension does
impossible to see the whole series simultaneously
( iii )
succeed! I gaze for a long time from my window,
in the latter grouping.
adopt after some effort the most unreal attitude
possible. And I discover that part of a window sash We are interested here in what is actually seen. The
and part of a bare branch together compose an N.
following will make this clear. One sees a row of
groups obliquely tilted from lower left to upper right
Or, I look at a picture. Two faces cheek to cheek. I
(ab/cd/ef). The arrangement a/bc/de is extremely
( iv )
see one (with its, if you will, “57” brightnesses)
difficult to achieve. Even when it can be seen, such
and the other (“49” brightnesses). I do not see an
an arrangement is far less certain than the other
arrangement of 66 Plus 40 nor of 6 plus 100.
and is quite likely to be upset by eye-movements or
(i)
There have been theories which would require
variations of attention.
(i)
that I see “106”. In reality I see two faces !
(v)
( ii )
When we are presented with a number of stimuli
we do not as a rule experience “a number” of
This is even more clear in (iii).
individual things, this one and that and that. Instead
larger wholes separated from and related to one
another are given in experience; their arrangement
and division are concrete and definite.
1 Dear Reader,
The author of this thesis is made anxious by arbitrary and ad hoc,
with favour for conscious intention. Please accept this excerpt
and the quote on the previous page as a polite attempt at empathy,
something the author is regularly told she lacks.

( ii )

( iii )
( iii )

( iv )
( iv )

(v)
(v)

( ii )

Quite obviously the arrangement abc/def/ghi is
greatly superior to ceg/fhj/ikm.
Another, still clearer example of spontaneous
arrangement is that given in (iv). The natural
grouping is, of course, a/bcd/efghi, etc.

that fewer stimulus points “ obviously “ yield simpler,
surer, more elementary results.

((iiii ))

( ii )
( vi )

( iii )
( iv )

( ix )
(v)
Resembling (i) but still more compelling is the row
( iv )
of three-dot groupings given in (v). One sees
abc/def, and not some other (theoretically possible)
arrangement.

( vii )

(x)

(v)

In each of the above cases that form of grouping is
In all the foregoing cases we have used a relatively most natural which involves the smallest interval.
large number of dots for each figure. Using fewer
They all show, that is to say, the predominant
we find that the arrangement is not so imperatively influence of what we may call The Factor of
dictated as before, and reversing the more obvious Proximity. Here is the first of the principles which
grouping is comparatively easy. Examples: (viii)–(x). we undertook to discover. That the principle holds
also for auditory organization can readily be seen
It would be false to assume that (viii)–(x) lend
by substituting tap-tap, pause, tap-tap, pause, etc.
themselves more readily to reversal because fewer for (i), and so on for the others.
stimulus points (dots) are involved. Such incorrect
reasoning would be based upon the proposition “The
more dots, the more difficult it will be to unite
them into groups.” Actually it is only the unnatural,
artificial arrangement which is rendered more
difficult by a larger number of points. The natural
grouping (cf., e.g., (i), (ii), etc.) is not at all impeded
by increasing the number of dots. It never occurs,
for example, that with a long row of such dots the
process of “uniting” them into pairs is abandoned
and individual points seen instead. It is not true

On Evolution
1

Excerpt from an interview with Jessica Helfand

anthropology? Is it social anthropology, cultural
anthropology? One of the things I found is that
it turns out that we are biologically hard-wired to
complete the picture without it being finished,
just because we think we know what we need to
know about the picture. In other words we’re all
biased. Everybody, no matter how understanding
and patient you think you are, we are all biased.
There are all these studies that show when
people look at other faces, we notice if the lips
Jessica Helfand That’s a really interesting
are thick or thin or if the chin is wide. We have all
question. My next book is Face: A Visual Odyssey. these perceptions about other people. It’s not my
Who doesn’t have a face, so you would think
field to be a social anthropologist, and it’s unbelievthat maybe everyone in the world would have an
able that they’ve done metric lip curvature studies.
interest in this book. It’s about 250 pages with
They learned that girls in year-book pictures
250 images. I tell you about this because in some
smile more often than the boys. They’ve done the
ways it answers your question. I brought this
biometrics of the way we parse faces. This is so
up in Scrapbooks, and in Desire, and I’m interested entrenched, and it goes back to our beginnings.
in humanism as you said at the beginning of
So this goes back to what I said to you
our conversation. I had a mother who collected
about your thesis, about organizing the content.
portraits and a father who collected ephemera.
This book is twenty-six chapters, A through Z,
There’s a kind of ephemeral portrait quality in scrap- because the only way I could figure out how to write
books, and there’s the sort of note-taking I’ve
it was to start with Anthropometry and Biometrics
been doing all these years.
and Caricatures and Diagnosis and Eugenix and
The thing about the face that I was
Forensics. It goes all the way to the end, and
interested in and wondering about is this kind of
the bigger arc of the story is looking at how we
geometry that everybody is familiar with. And yet
went from this external authority of perfunctory
we have these standards of beauty that don’t cross ID cards to the relative agency of the selfie
cultures, and we have value systems that don’t
to surveillance, which is in itself another type of
cross cultures, so where does that break down? Is external authority.
that a question of evolution? Is it a question of
 ngela Torchio I’m curious, talking about
A
the circle and the color blue, you state
that ‘the circle unlocks an important evolutionary step and representation of
abstract ideas,’ and that’s so fascinating
to me. I was curious in regard to all of
these things, to what degree do you think
evolution informs the ways we visualize
these concepts as opposed to age, gender,
culture, wealth, etc.

It has a larger story that goes back to your
question. The first thing children draw is a face.
They draw a circle. A person draws a circle. Circles,
squares, and triangles which are the common
currency of graphic design, and art history in many
ways. And this brings us back to the book on
the circle. There are incredible stories of divination,
balance, harmony and gesturing to the heavens.
Think about Brunelleschi’s Duomo. All these
things have incredible historical references that
we can begin to trace back to the Bible or before,
and that’s what we see when we look at Modern
Art too. So everything can be parsed down to those
component parts, but when you come to the face,
it’s very much a part of the geometry.
We look for a kind of bilateral symmetry
in the face. I found an illustrator, this guy in
England. He makes collages partly using old photographs and partly using Photoshop. He did
a series of faces where he sliced them down the
middle, and then he flipped them. He so seamlessly
integrated them, that they look real. But they’re
fake, bifurcated faces, that are split, and flipped,
and made perfect. They look really discomforting.
I used one of a baby on the cover because not only
did I love this face of a baby, but a baby’s face is
a face of promise. Also metaphorically the book is
an image that’s bifurcated and flipped. It is
because my entire thesis is dealing with the fact
that we complete the picture. It is about the
cognitive dissidence that you have not taken the
time to process.

	
AT I was going to ask you about this
book. I read that you had a forthcoming
book titled Face and that seemed like
it could be so many things. I wondered
what direction you were taking that.

There are a lot of contemporary artists in the
book. Carrie Mae Weems Ray for example, there
are a lot of women artists. I had to be mindful of
color and gender and race and culture, and not
shy away from telling stories about cultural anthropologists that looked down on Jews and black
people and women and Asian people. The story
required me to do an enormous amount of
research around all kinds of things. Then I wrote
a preface about the fact that we are institutionally
biased because the real stories of a lot of these
cultures and people were disenfranchised because
they weren’t white, western men. We didn’t save
the records the way we do with white, privileged,
male people so I was putting together history.
It is a history is not the history. Just like Scrapbooks
is an American history. When you go to tell
these stories, and you may have run into this with
your thesis, it’s anecdotal. Everything we write is
anecdotal.
JH

1 This is excerpted from a longer interview with
Jessica Helfand. Each section of this book
opens with an excerpt from the conversation that
relates to the content and projects that follow.
To read the full interview, turn to page 206.
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Part I
Becoming a
Mythmaker
Ancient and Classical Civilization
Monsters, Magicians, and Gods

Atlas Project
A Day’s Worth of Food
Discursive Formations, beyond a domain
A Rewritten Épopée
	Protagonists Ella Maillart, James Joyce,
and Homer
A Scarlet Letter
Closer
Closer to Concepts

1 Vase, egg shaped
Ceramic
Ancon, Chillon Valle, Lima
2 Newspaper Rock, c. 500–1850
Petroglyph,
Astrological, musical and other
treatises, 15th century
3 Ancestral Puebloan (Anasazi),
Fremont and Ute
Detail showing the upper left
section with a cross in concentric
circles, deer, mountain sheep,
bison, and footprints
4 Empire State Plaza, Performing
Arts Center, 1966–1978

5 Water jar
North American, Southwest
Peabody Museum of Natural
History
6 White Mud Circles, 1993
Richard Long
Mud on Wall
Exhibited at 65 Thompson,
Spring 1993
Photography, Larry Qualls
7 Stonehenge, Reconstruction.
2000 BCE
Hellenistic
8 Mahapratisara-dharanim,
900–1000 CE
Mandala
Mogao Caves, Dunhuang,
Gansu Province
Paper
Northern Song dynasty

9 Martyrology Manuscript
Basic schematic T-O mappa mundi
within the seven circles of the
universe, surrounded by angels
Diameter of Universe 135mm.
Bodleian Library, Oxford
10 Large spiral, concentric circles,
and anthropomorphs, c. 700–1200
Canyon Pintado National
Historic District
Fremont Culture
11 Study of a Rosehip and a
Bird’s Egg Against a Mossy Bank,
Late 1820s
William Henry Hunt
12 Bronze mirror with deities,
c.3rd c. CE
Bronze

13 Ostrich Egg and Nautilus, 2007
Lesley Vance
Painting
14 Embryology, Human Egg
15 Weighty Circles (Schwere
Kreise), 1927
Wassily Kandinsky,
Oil on canvas
16 Manuscript
Diagram of the elements (fire, air,
water, earth, represented as
interconnected circles under large
arch, symbolising heaven)
Colored drawings on fols. 195–201,
illustrating Ovid’s Metamorphoses.
Leaves inserted in a composite
volume written by J. Wylde. They
have been enlarged to match the
rest of the MS.

17 Pendant, disk, Late Iron Age
Bronze
Grave 120, Vinica, Slovenia
18 Two Lines Three Circles in the
Desert, 1969
Walter De Maria
19 Stonehenge: Reconstruction,
2000 BCE .
20 Concentric circles; Sacramento
Jornada Mogollonm 900–1400
Petroglyph
Three Rivers Petroglyph Site,
near Carrizozo, New Mexico

21 Christ in Glory, 1405
Egg tempera on wood
22 Theatron
Building commenced in the 1st
century CE , and was never finished
due to a landslide
Magnesia on the Meander, Turkey
23 Livre sur l’art de l’or, 1478
Ill. MS., fol. 196.
Uroboros formed by three concentric circles and having three ears
and four feet.
24 St. Menas Flask,
Mid-IV–mid-VII century
Side 1 St. Menas standing between
two camels with two crosses on
either side of his head.
Side 2 Star in the middle of
concentric circles.
Terracotta

25 Pottery barrel jug
White slip painted ware B
Cypro-Archaic I; Cypro-Archaic II
Ceramic pitcher, black and red on
cream, concentric circles, crosshatch
26 Pillow
Leather
Kordofan, Sudan
Diam. 20 ∏"
Two circles of leather, sewn together
around edges with opening at a side
Peabody Museum
27 Egg on Block, 1923
Paul Outerbridge
Platinum print
28 Petroglyph Panel, c. 700–1200
Fremont
Detail showing large concentric
circles with linear extensions
Colorado River, Potash Road,
south of Moab, Utah

29 Patera, Gold & Silver concentric circles of animals, 7th c. BCE
Persia
30 De summa et universalis
medicinae sapientiae
16th–17th c.
Reformation
Sphere or Philosopher’s Egg
31 Ekklesiasterion,
built c. 480 BCE , c. 273 BCE the
structure was partially
dismantled and transformed into
a sacrificial site
Ekklesiasterion is Classical Greek;
transformed into a sacrificial site
during the Roman Republic
Paestum, Italy
32 Engraving (copper), 1718
Alchemical graphics
Four alchemical emblems
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Atlas / Genesis

Atlas Project
16-page Signature
Fall 2017

Creation
Mythmaking

• Evolution in visual culture is
explored on pages 23–29.

3 Evolutions

This atlas is the vestige garnered from the
completion of twelve Herculean tasks. Having
undergone a series of labours to accumulate
materials, we were tasked with creating a
narrative using those materials, and my result is
a three-threaded piece that explores the
• evolutions of animals, women, and a singular
woman. The idea for this stemmed from
discovering the tail of a horseshoe crab during
one of the labours.

God createth Heaven and Earth,
and all things therein, in six days.
1:1 In the beginning God created heaven,
and earth.
1:2 And the earth was void and empty,
and darkness was upon the face of the deep;
and the spirit of God moved over the waters.
1:3 And God said: Be light made.
And light was made.
1:4 And God saw the light that it was good;
and he divided the light from the darkness.
1:5 And he called the light Day,
and the darkness Night;
and there was evening and morning one day.
1:6 And God said: Let there be a firmament
made amidst the waters:
and let it divide the waters from the waters.
A firmament. . . By this name is here
understood the whole space between the earth,
and the highest stars.
The lower part of which divideth the waters
that are upon the earth,
from those that are above in the clouds.
King James Bible

To Create. v. a. [crea, Latin.]
1 To form out of nothing; to cause to exist
In the beginning God created the heaven
and earth; Gen. i. I.
We having but imperfect ideas of the operations
of our minds, and much imperfecter yet ideas of
the operations of God, run into great difficulties
about free created agents, which reason cannot
well extricate itself out of. Locke
2 To produce; to cause; to be the occasion
Now is the time of help: your eye in Scotland
Would create soldiers, and make women fight,
To doff their dire distresses. Shakesp. Macbeth
His abilities were prone to create in him great
confidence of undertakings, and this was like
enough to betray him to great errors and many
enemies. King Charles
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3 To beget
And the issue there create
Ever shall be fortunate. Shakesp.
Midsummer Nights Dream
4 To invest with any new character
Arise my knights of the battler: I create you
Companions to our person, and will fit you
With dignities becoming your estates. Shakesp.
Cymbeline
5 To give any new qualities; to put any thing
in new state
The best British undertaker had but a proportion
of three thousand acres for himself, with
power to create a manor, and hold a court-baron.
Davies on Ireland
Samuel Johnson,
The Dictionary of the English Language
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• The horseshoe crab also appears
in Discursive Formations on
pages 76–83 and in Perceiving
Long on pages 132–9.

• Information on works by
Aristotle is in the essay on
pages 12–15 and 22–23, and
the concepts from the Organon
are espoused in Mot Juste
Volumes I and II on pages
140–151.
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After researching the • horseshoe crab,
and learning about its prehistoric nature, I
started thinking about types of evolution. This
animal’s life cycle involves a migration from
deep ocean waters to the Delaware shore to
lay eggs. Simultaneously, the Red Knot
Sandpiper’s migration brings it to the same
shores to feast on the eggs. In a span of
48 hours this evolutionary process coalesces
and divides.
This atlas uses this as a premise onto which
I added the three narratives. I used materials
from a playground found by overlaying maps of
my home in Providence and Toronto where my
husband lives, alongside satellite footage from
the prime meridian, and texts from various
historic sources, including • Aristotle’s model of
the universe and Aeschylus’s play The Seven
Against Thebes, which was relevant as it was
the first time the phrase “a woman’s place”
came up in literature.
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Other sources include satellite footage, my
body, playground equipment, Darwin’s
swallows, quotes from feminists in history, and
quotes from Sophie Calle. These were all
interwoven using form, image, and type to flip
between symbolisms and narratives. Each
piece of content holds the weight of all three
evolutions. The narrative shifts between
concepts based on the other materials on the
spread, and this is indicated by the three
lines that run through the spreads. If a line is
bold, the spread is referencing that evolution.
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A Day’s Worth of Food

A Day’s Worth of Food
Series of Five Books
Spring 2017

History, Time, and Place
Populating the Cosmos

This project chronicles the steps I take to make
my breakfast, lunch, snack, and dinner, and
places this narrative alongside a historic and
symbolic string of information. The books
include apple, salad, radish, berries, and lentils,
and are structured around photographs of me
preparing this food. These images of cutting an
apple, pouring a cup of coffee, and preparing
my other foods are juxtaposed with a detailed
description of the motions through which I go.

Food as Symbol

Were they created by nothing? Or were they the
creators of themselves?
Created they the Heavens and Earth? Nay,
rather, they have no faith.
Hold they thy Lord’s treasures? Bear they
the rule supreme?
He is the first and the last; the Seen and the
Hidden; and He knoweth all things!
God it is who hath created the Heavens and
the Earth and all that is between them in six days;
then ascended his throne. Save Him ye have
no patron, and none to plead for you. Will ye not
then reflect?
From the Heaven to the Earth He governeth
all things: hereafter shall they come up to him
on a day whose length shall be a thousand of such
years as ye reckon.
This is He who knoweth the unseen and the
seen; the Mighty, the Merciful,
Who hath made everything which he hath
created most good; and began the creation of man
with clay;

To Nourish. v. t. [imp. & p. p. Nourished; p. pr. &
vb. n. Nourishing.] [OE. norisen, norischen, OF.
nurir, nurrir, norir, F. norrir, fr. L. nutrire. Cf.
Nurse, Nutriment, and see–ish.]
Nour’ish, n. A nurse. [Obs.] Hoolland.
1 To feed and cause to grow; to supply with matter
which increases bulk or supplies waste, and
promotes health; to furnish with nutriment
He planteth an ash, and the rain doth nourish it.
Is. xliv. 14.
2 To support; to maintain
Whiles I in Ireland nourish a mighty band.
Shak.
3 To supply the means of support and increase
to; to encourage; to foster; as, to nourish rebellion;
to nourish the virtues
“Nourish their contentions.” Hooker.
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Then ordained his progeny from germs of life,
from sorry water:
Then shaped him, and breathed of His Spirit
into him, and gave you hearing and seeing and
hearts: what little thanks do ye return!
And they say, “What! when we shall have lain
hidden in the earth, shall we become a new
creation?”
Yea, they deny that they shall meet their Lord.
SAY: The angel of death who is charged with
you shall cause you to die: then shall ye be
returned to your Lord.
Couldst thou but see when the guilty shall droop
their heads before their Lord, and cry, “O our
Lord! we have seen and we have heard: return us
then to life: we will do that which is right. Verily
we believe firmly!”
Quran

With the coffee steeping and two eggs on the boil, it is
time to turn to the apple. One half will be eaten with
the eggs for breakfast; the second half will be reserved
for snack time — 3pm.

4 To cherish; to comfort
Ye have nourished your hearts. James v. 5.
5 To educate; to instruct; to bring up; to
nurture; to promote the growth of in attainments.
Nourished up in the words of faith. 1 Tim. iv. 6.
Syn.— To cherish; feed; supply. Nurture.
1. To promote growth; to furnish nutriment.
Grains and roots nourish more than their leaves.
Bacon.
Webster’s Revised Unabridged Dictionary, 1913
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• The practice of pairing drawings with text is discussed
with regard to bestiaries and
herbariums on pages 42–48.

• Pliny’s work is discussed on
page 42.

Ae looked again, Nibiru’s great ball turned into a small
fruit; the next time he looked, in the wide dark sea
Nibiru disappeared. 1

The three goddesses turned to Zeus and said, “You must
choose who gets the golden apple. Which of us is fairest
of all?”1

Remorse the heart of Alalu grasped, fear held him in its
hands; decision to hesitation turned. to halt in his
tracks Alalu considered; then from audacity to decision
he returned.

Για να δοθεί τέλος στον τσακωμό ζήτησαν από
τον Πάρη, τον πρίγκιπα της Τροίας να αποφασίσει
εκείνος για το ποια έπρεπε να πάρει το μήλο....
Διαβάστε όλο το άρθρο:

On other pages, vector drawings, art historical
works, and • botanical drawings are paired
with stories from literature dealing with the food
items. The Adam and Eve story of temptation
from the Garden of Eden is placed next to Durer’s
etching of the scene, and • Pliny the Elder’s
description of apples is on a spread with a
Victorian botanical drawing of apple plants. Each
book explores its subject using historic texts
and images alongside my story and photographs,
reinforcing narratives and presenting symbolism associated with food.

Oi treis theés stráfikan pros ton Día kai eípe, «tha prépei
na epiléxete poios paírnei to chrysó mílo. I opoía mas
eínai dikaiótero apó óla aftá?»

1
Nibiru (also transliterated Neberu, Nebiru) is a term in the Akkadian language,
translating to “crossing” or “point of transition”
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1
This legend is one of the oldest themes dealing with the apple as is evidenced by
an ivory relief of this scene, dated c. 700 BCE
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The apple must first be cut into two halves. Pick up the
knife with one hand and hold the apple steady with
the other hand.
Firmly press the blade into the flesh of the apple in a
controlled, downward gesture, continuing until reaching
the cutting board.

Becoming a Mythmaker

A Day’s Worth of Food

73

The place was like an orchard, the trees with fruits
were laden.
By their sweet smell enticed, Alalu picked a fruit;
in his mouth he put it.
Sweet was the smell, sweeter the taste was!
Alalu greatly it delighted.1

1
From Uruk, Gilgamesh sends a temple prostitute to seduce Enkidu,
and Enkidu loses his innocence

With one half of the apple sliced and cored, continue to slice
each third into thinner slices, at least three slices per third.

Then Yahweh God gave the man this command,
‘you are free to eat of all the trees in the garden.1

But of the tree of the knowledge of good and evil
you are not to eat; for, the day you eat of that,
you are doomed to die.’

1
A. R. Littlewood suggests that the biblical references to the apple, in particular
those referencing the Virgin Mary, derive from the Ancient Greek mythology.

Naturally, every goddess rushed forward to claim the fruit.
soon they were arguing and fighting over the apple,
but by the end of this chaotic battle, only three goddesses
remained: Aphrodite, the goddess of beauty; Athena,
the goddess of wisdom and war; and Hera, Zeus’ wife,
the goddess of women and marriage.1

φυσικά, κάθε θεά έσπευσε προς τα εμπρός για να
διεκδικήσει το φρούτο. Μόλις είχαν υποστηρίζοντας
και αγωνίζονται πάνω από το μήλο, αλλά μέχρι το
τέλος αυτής της χαοτικής μάχης, μόνο τρεις θεές
παραμένει: η Αφροδίτη, η θεά της ομορφιάς? Αθηνά, η
θεά της σοφίας και του πολέμου? και της Ήρας, η
γυναίκα του Δία, η θεά των γυναικών και του γάμου.

Fysiká, káthe theá éspefse pros ta emprós gia na diekdikísei
to froúto. Sýntoma ítan to epicheírima kai tin katapolémisi páno apó to mílo, allá méchri to télos aftís tis
chaotikís máchis, móno treis theés paraménei: i
Afrodíti, i theá tis omorfiás? Athiná, i theá tis sofías kai
tou polémou? kai tis Íras, i gynaíka tou Día, i theá ton
gynaikón kai tou gámou.

1
The apple was given as a wedding present in ancient Greece.
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Discursive Formations,
beyond a domain

Distant History to Contemporary
Adding Concepts

Discursive Formations
3:30 video (vimeo.com/271327964)
Set of 134 Cards
Spring 2018
This project began with the prompt to collect a
selection of items that fell under a series of
categories, three of each — people (designers,
artists, writers, and filmmakers), places (urban,
rural, interiors, and digital), things (huge, tiny,
priceless, valueless, tools, foods, and necessities),
events (historical, socio-political, cultural,
and personal), and collections (books, archives,
and exhibitions). This gave us a total of 66
things, and I did this exercise twice, giving me
132 things.

Connected Narratives

In the beginning there was an empty darkness. The
Prometheus set to work forming men in the
only thing in this void was Nyx, a bird with black
image of the gods and Epimetheus worked on
wings. With the wind she laid a golden egg, and for the animals. As Epimetheus worked he gave each
ages she sat upon this egg. Finally life began to stir animal he created one of the gifts. After
in the egg and out of it rose Eros, the god of love.
Epimetheus had completed his work Prometheus
One half of the shell rose into the air and became finally finished making men. However when
the sky and the other became the Earth. Eros
he went to see what gift to give man Epimetheus
named the sky Uranus and the Earth he named
shamefacedly informed him that he had foolishly
Gaia. Then Eros made them fall in love.
used all the gifts.
Uranus and Gaia had many children together
Distressed, Prometheus decided he had to give
and eventually they had grandchildren. Some of
man fire, even though gods were the only ones
their children became afraid of the power of their
meant to have access to it. As the sun god rode out
children. Kronus, in an effort to protect himself,
into the world the next morning Prometheus
swallowed his children when they were still infants. took some of the fire and brought it back to man.
However, his wife Rhea hid their youngest child.
He taught his creation how to take care of it
She gave him a rock wrapped in swaddling clothes, and then left them.
which he swallowed, thinking it was his son.
When Zeus discovered Prometheus’ deed he
Once the child, Zeus, had reached manhood
became furious. He ordered his son to be chained
his mother instructed him on how to trick his
to a mountain and for a vulture to peck out his
father to give up his brothers and sisters. Once this liver every day till eternity. Then he began to devise
was accomplished the children fought a mighty
a punishment for mankind. Another of his sons
war against their father. After much fighting the
created a woman of great beauty, Pandora. Each
younger generation won. With Zeus as their
of the gods gave her a gift. Zeus’ present was
leader, they began to furnish Gaia with life and
curiosity and a box which he ordered her never to
Uranus with stars.
open. Then he presented her to Epimetheus
Soon the Earth lacked only two things: man
as a wife.
and animals. Zeus summoned his sons Prometheus
Ancient Greek Mythology
(fore-thought) and Epimetheus (after-thought).
He told them to go to Earth and create men and
animals and give them each a gift.
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• Several examples of fictional
cosmographies are explored in
the introductory essay. In particular, cosmographies created
by Joseph Beuys and Matthew
Barney are integral to my work,
see pages 14–16.
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Having long been interested in • fictional
cosmographies, I was more interested in the
relationships between the things than the
things themselves. I started to realize that all
of my choices could be combined into a logically following narrative, and that this could
be done multiple times with different outcomes.
I was curious about the worlds that could
be created by allowing the entries to hinge
on their symbolic importance.
The video was made first. Using representative footage for each of the items, I created
six different videos, each with a different line
of logic that connected the items presented.
These were then woven together for a fulsome
experience that includes all of the items in my list.

The piece begins with bees which symbolize
the start or creation of this cosmography. This
turns into geographic formations that mirror
the shapes of the honeycomb and are home to
a colony of puffins. Puffins make way for the
bowerbird who is perceived as a designer in this
cosmography, and so it goes through art,
events, biology, and ultimately destruction that
starts the video back to the beginning.
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• Explorations of shifting
symbolism between visual cues
are also seen Batia Suter’s
work, see pages 15–16 and 34–37.

Book Binding Tools
Thing
Tool
The process of bookbinding
requires many raw materials such
as paper, threads, tape, boards and
fabric. All these items are available
in the market in different quality
levels and grades. Only the best of
these should be used because low
quality materials may not achieve a
fine binding, which would put both
time and efforts to waste.

Flamingos in Cuba
Event
Personal
Good quality bookbinding
supplies may be expensive, but
that should not matter so much
because a single binding requires
very little of each material.
Hence, just a onetime purchase
of these materials can be used for
producing several bindings.

The Guanaroca Lagoon was
formed by the river Arimao before
flow into the Bay of Cienfuegos, it’s
a protected area that includes the
Laberintos de los Naturales, Cayo
Ocampo and other minor keys
inside the bay. Guanaroca has 3000
hectares, and its name is linked to
a beautiful aboriginal legend from
Cienfuegos.
The environment is extremely
attractive due to the large
populations of mangroves and
wildlife refuges of indigenous
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Book Binding
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Steve Reich’s Different Trains, Before the
War, provides enough speed and variation
for the piece structurally, and conceptually it
plays a role in the work. The three movement
piece includes recorded speech taken from
interviews. In Before the War, Reich’s governess
and a pullman porter are heard reminiscing
about train travel in America, “crowded train to
New York” is repeated throughout, while
sounds of trains are in the background. The
subsequent two movements include holocaust
survivors talking about their experiences
during and immediately following the war. This
is mirrored in some of the content of the film,
particularly in the blasts at the end that
effectively start the film over with a new genesis.
Additionally, the melodies are played by single
instruments that are broken by gender, viola for
the women and cello for the men.

The cards correspond with the video and
illustrate the multiple connections between
all of these things, and they reiterate the fact that
this content represents • multiple symbolisms
based on the context. On the front side there is
an image of the item, a description of the thing,
along with note about the thing’s historical
importance. On the back is a list of all the things
with which this item can connect, as well as
a description of the connected item and a
number that corresponds with the other item’s
card. The idea is that the reader could then
consult the next card and be led down a rabbit
hole, illustrating the connections, and shifting
symbolisms, between all of these items.

Spiral Jetty
Place
Rural Site
avifauna. A colony of more than
two hundred pink flamingos add
the magic charm that accompany
important archaeological sites of
past Aboriginal and subsequent
Spanish colonization.
It is estimated that in the lagoon
there are over 170 varieties of
birds, of the eight endemic,
including the cartacuba highlight
the tomeguin of pine and tocororo,
which is the national bird of Cuba.

Flamingos

Personal

Robert Smithson’s earthwork
Dia is proud to be the owner and
Spiral Jetty (1970) is located at
steward of Robert Smithson’s
Rozel Point peninsula on the
Spiral Jetty. We rely on your help to
northeastern shore of Great Salt
preserve the artwork for all of us
Lake. Using over six thousand tons now and for future generations.
of black basalt rocks and earth
from the site, Smithson formed a
Please leave Spiral Jetty and the
coil 1,500 feet long and 15 feet wide natural environment exactly
that winds counterclockwise off
as you found it. Visitors must
the shore into the water. In 1999,
‘leave no trace’ at the site. Carry
through the generosity of the artist out any waste with you. Do not
Nancy Holt, Smithson’s wife, and
take existing rocks from the
the Estate of Robert Smithson, the artwork, make fire pits, or trample
artwork was donated to Dia Art
vegetation.
Foundation.

36

Spiral Jetty

Rural Site
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Subjects of each of the 132 cards,
split by category and sub-category.

People
Designers
Sonya Dyakova
Pina Bausch • 90–91
Bower Birds • 28
Julia Hasting
Ben Weaver
John Morgan
Artists
Richard Long • 132–9
Marcel Dzama • 30–1
Mark Dion
Michael Landy
Adriaen van Utrecht
Francesca Woodman
Writers
Jonathan Franzen • 178
Lucy Lippard
Maggie Nelson • 28–30
Milan Kundera
Vladimir Nabokov
Kurt Vonnegut
Filmmakers
Desmond Davis
Bruce Nauman • 21–2, 95
Martha Rosler
John Hughes
Darren Aronofsky
Godfrey Reggio

Places
Urban Sites
Bodegas
Mumbai Slums
UCL Bodleian Libraries
Le Mont St Michel
Klementinum
Greenwich
Rural Sites
Giant’s Causeway
Białowieza Forest (Belarus,
Poland)
EU markets
Yorkshire Sculpture Park
Tulip fields
Spiral Jetty

Interiors
Roger Hiorns, Seizure
Rachel Whiteread • 32, 35
Richard Wilson
Rothko Chapel
Shells • 60–7, 132–9
Space made from
Yellow Bells
Digital Sites
Colossus Computer
Pen Plotter • 168–171, 190–3
100,000 stars
savethesounds.info
howmanypeopleare
inspacerightnow
_museum_

Things
Huge
Ai Weiwei’s Sunflower
Seeds
Dinosaurs • 40, 45
Matthew Barney • 13–14, 34, 36
Serpentine Pavilion
Anish Kapoor
Blimp
Tiny
French Knots
Zoo-plankton
Germs
Aglets
Pinky Finger
Teeth
Priceless
Passport
Time
Animal Classification • 118
Grandmother’s Ring
Passport
History • All
Valueless
Nothing–
Is–
Valueless • All
Old To Do lists
Spilt Milk
Bookmarks

Tools
Body
Olfa
Perception • All
Book Binding Tools
Water Purifier
Keyboard / Mouse
Foods
Eggs
Lentils • 68–75
Muscadines
Horse Tartare
Fois
Bread and Butter • 126–131
Necessities
Bees • 100–105
Olfa
Sunlight
Moisturiser
Glasses
To Do List

Events
Historical
Dinosaur
Extinction • 40–5, 100–105
Freeze
Book of Optics
Discovery of Tides
Heliocentrism • 60–7
Dolly
Socio-political
Caesar was Stabbed
Bush’s Ultimatum to
Saddam
MTV
Einstein — Szilard
Letter
The Great Schism
Feuilleton, Journal
des Debates
Cultural
Creationism • 60–75, 100–105
Salon des Refuses
Pearl Jam, Ten
Destruction of
Danaë

My So Called Life
John Latham eats
Greenberg’s Art
and Culture
Personal
Moving Away
Death of Brother
Flamingos in Cuba
Birth
String of Pearls

Collections
Books
Helmingham Herbal
and Bestiar y • 42–8
Kunstformen der
Natur, Ernst Haeckel • 42–8
Hieronymus Harder
Herbarium Vivum • 42–8
Dictionary
Pictorial Webster’s
Britannica
Archives
Luna
gifcities.org
Magic in PVD Public
Library
V&A textile rooms
Pitt Rivers Museum
Newspaper Collection
Exhibits
Colour after Klein
Open Systems:
Rethinking Art
c1970 • 100–105
Imponderable • 26–9, 100–105
All in the Present
Must Be
Transformed • 14
Francis Alÿs, Fabiola
Project • 18–21, 48
Christian Marclay,
The Clock
Bower Bird
Person
Designer
Bowerbirds make up the bird
family Ptilonorhynchidae.
These are medium to largesized passerines.
The most notable characteristic of
bowerbirds is their extraordinarily
complex courtship and mating
behaviour, where males build a
bower to attract mates. In and
around the bower, the male places
a variety of brightly colored
objects he has collected. These
objects may include hundreds of
shells, leaves, flowers, feathers,
stones, berries, and even discarded

•
In some capacity all of these

03

Serpentine Pavilion
Thing
Huge

Marcel Dzama
Person
Artist
plastic items, coins, nails, rifle
shells, or pieces of glass. The
males spend hours arranging this
collection. Bowers within a species
share a general form but do show
significant variation, and the
collection of objects reflects the
biases of males of each species and
its ability to procure items from
the habitat, often stealing them
from neighboring bowers. Several
studies of different species have
shown that colors of decorations
males use on their bowers match
the preferences of females.

Bower Bird

Designer

Marcel Dzama’s work is
characterized by an immediately
recognizable visual language that
draws from a diverse range of
references and artistic influences,
including Dada and Marcel
Duchamp. While he has become
known for his prolific drawings
with their distinctive palette of
muted colors, in recent years, the
artist has expanded his practice
to encompass sculpture, painting,
film, and dioramas.

08

The New York City Ballet’s
The Most Incredible Thing, a
performance based on Hans
Christian Andersen’s fairy tale for
which Dzama created the costume
and stage design (choreographed
by Justin Peck; music by Bryce
Dessner), premiered in February
2016. Coinciding with the
performance, Dzama created an
installation in the Promenade of
the David H. Koch Theater as part
of the New York City Ballet Art
Series, titled The tension around
which history is built.

Marcel Dzama

Artist

The Serpentine Galleries are two
contemporary art galleries in
Kensington Gardens, Hyde Park,
Central London.
Every year since 2000 the
Serpentine Gallery has
commissioned a temporary
summer pavilion by a leading
architect. The series presents the
work of an international architect
or design team who has not
completed a building in England at
the time of the Gallery’s invitation.
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Each Pavilion is completed within
six months and is situated on the
Gallery’s lawn for three months
for the public to explore. Cecil
Balmond has been a creative
force behind Serpentine Pavilion
programme.

Serpentine Pavilion

Huge Thing

items are referenced elsewhere in this book. A few are
highlighted, and the page
number is located next to the
respective blue dot.
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A Rewritten Épopée

A Rewritten Épopée
Oversized Book
Spring 2018

Classicism
Journey in Time and Space

• The excerpt on the opposite
page is a crucial text that
connects to Pliny the Elder
from A Day’s Worth of Food and
the elephant imagery throughout the book. The monsters are
based on an Ancient Greek
excavation of an elephant’s
skull and their explanation
of the huge bone with a single
orbit by creating this myth
about the Cyclops.

Epic Protagonists and Monsters

“We sailed hence, always in much distress, till we
came to the land of the lawless and inhuman
Cyclopes. Now the Cyclopes neither plant nor
plough, but trust in providence, and live on such
wheat, barley, and grapes as grow wild without
any kind of tillage, and their wild grapes yield
them wine as the sun and the rain may grow them.
They have no laws nor assemblies of the people,
but live in caves on the tops of high mountains;
each is lord and master in his family, and they
take no account of their neighbours.
“Now off their harbour there lies a wooded and
fertile island not quite close to the land of the
Cyclopes, but still not far. It is over-run with wild
goats, that breed there in great numbers and
are never disturbed by foot of man; for sportsmen —
who as a rule will suffer so much hardship in
forest or among mountain precipices — do not go
there, nor yet again is it ever ploughed or fed
down, but it lies a wilderness untilled and unsown
from year to year, and has no living thing upon
it but only goats. For the Cyclopes have no ships,
nor yet shipwrights who could make ships for
them; they cannot therefore go from city to city,
or sail over the sea to one another’s country as

Mo’nster. n. s. [monstre, Fr. monstrum, Latin.]
1 Something out of the common order of nature.
It ought to be determined whether monsters
be really a distinct species; we find, that some of
these monstrous productions have none of those
qualities that accompany the essence of that
species from whence they derive. Locke.
Something horrible for deformity, wickedness,
or mischief.
If she live long,
And, in the end, meet the old course of death,
Women will all turn monsters.
Shakesp. King Lear.
All human virtue
Finds envy never conquer’d but by death:
The great Alcides ev’ry labour past,
Had still this monster to subdue at last. Pope.
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people who have ships can do; if they had had
these they would have colonised the island,
for it is a very good one, and would yield everything
in due season. There are meadows that in
some places come right down to the sea shore,
well watered and full of luscious grass; grapes
would do there excellently; there is level land for
ploughing, and it would always yield heavily at
harvest time, for the soil is deep. There is a good
harbour where no cables are wanted, nor yet
anchors, nor need a ship be moored, but all one
has to do is to beach one’s vessel and stay there
till the wind becomes fair for putting out to sea
again. At the head of the harbour there is a
spring of clear water coming out of a cave, and
there are poplars growing all round it.

{

Odyssey 1.
Ulysses2.
Ella Maillart3.

This is an 18" x 24" book that presents a new
epic journey. Ella Maillart was an explorer
who, as a young girl, sailed between Corsica,
Sardinia, and Sicily, and then, following the
tracks of Ulysses, to the Ionian Islands and Ithaca.
As an adult, she traveled extensively through
Russia, China, and India, and she chronicled her
experiences, traveling with Peter Fleming.
New Épopée juxtaposes her writings about her
travels with excerpts from James Joyce’s
Ulysses and • Homer’s Odyssey, and these are
all illustrated by photographs from the Musée
de l’Elysée in Switzerland.

Circe (Bella Cohen’s Brothel)
The Cyclops (Barney Kiarnan’s Pub )
The Syrens
(Ormand Hotel)
Troy
Scylla
and Charybdis
(National Library)

Ithika

Calypso
(Leopold’s
Home)

Lotus Eaters
(Post Office and
Pharmacy)

Homer, Odyssey

1. Odyssey Footnotes
The Odyssey is the story of
Odysseus’ return home after the
end of the Trojan war. It is set
over ten years and stretchs from
Troy to Ithica. The poem begins
with Odysseus’ son, Telemachus,
planning to search for his father.
The non-linear narratives switches
to the father’s story and ulitmate
reunion with his wife, Penelope.

2. Ulysses Footnotes
Joyce intended for Ulysses
to follow the narrative of the
Odyssey. Leopold Bloom was
to be his Odysseus, and would
spend the day of 16 June, 1904,
wandering about the streets of
Dublin; Molly Bloom would be his
Penelope; and Stephen Dedalus
his Telemachus.

3. Ella Maillart Footnotes
Ella Maillart, born in 1903, began
sailing in her late teens and
competed in the 1924 Olympics.
She traveled extensively through
the USSR and Asia. Her books
are about these experiences, and
can be read as a journey of selfdiscovery as well as a chronicle of
breaking gender boundaries.

Maps
The map above shows the three
journeys. To the right, is Vladimir
Nabokov’s map of Ulysses.

Photographs
The images were taken from the
Musée de l’Elysée. Maillart left
the negatives of her photography
to this museum, which has
exhibited the works. The images
are part of the museum’s larger
photography collection.

2 Anthropo’phagi. n.s. It has no singular.
[ἄνθρωπος, man, and φάγω, to eat.]
Man-eaters; cannibals; those that live upon
human flesh.
The cannibals that each other eat,
The anthropophagi, and men whose heads
Do grow beneath their shoulders.
Shakesp. Othello.
Samuel Johnson,
The Dictionary of the English Language
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• The idea of an epic journey is
frequently found in fictional
cosmographies, see the begining of Dante’s journey when he
meets his guide on pages 12–15.
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In this book, the works of Maillart, Joyce, and
Homer are characters in the • epic journey,
it is not the characters that they created. This
generates a whole new narrative as the journey
and the landscape become characters in this
work instead of having singular human
protagonists. Maillart’s words become the
only truth in this otherwise fictional world.

Points where the Odyssey and Ulysses are
thought to converge are punctuated by
Maillart’s real adventures. The organizing principle is the journey and points along the
journey come from the Odyssey. As is typical
in an epic journey, the mixture of the three
stories creates a strange world with challenges,
escalation, battle, and ultimately, redemption.
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I.

Telemachy

1. Then the men loosed the hawsers and took their places
on the benches. Athena sent them a fair wind from
the West, that whistled over the deep blue waves whereon
Telemachus told them to catch hold of the ropes and
hoist sail, and they did as he told them. They set the mast
in its socket in the cross plank, raised it, and made
it fast with the forestays; then they hoisted their white
sails aloft with ropes of twisted ox hide. As the sail
bellied out with the wind, the ship flew through the deep
blue water, and the foam hissed against her bows
as she sped onward. Then they made all fast throughout
the ship, filled the mixing bowls to the brim, and
made drink offerings to the immortal gods that are from
everlasting, but more particularly to the grey-eyed
daughter of Jove. Thus, then, the ship sped on her way
through the watches of the night from dark till dawn.

2. Stephen stood up and went over to the parapet.
Leaning on it he looked down on the water and on the
mailboat clearing the harbourmouth of Kingstown.
—Our mighty mother! Buck Mulligan said.
He turned abruptly his grey searching eyes from the
sea to Stephen’s face.
—The aunt thinks you killed your mother, he said. That’s
why she won’t let me have anything to do with you.
—Someone killed her, Stephen said gloomily.

3. “One day I went down to see my mate when he said:
‘Begging your pardon Sir, this ’ere girl baint much
of a cook, but she’s just about the best deck hand
I’ve ever come across.’ Next week-end we started,
and I hadn’t been afloat for ten minutes when I found
my mate’s remarks were perfectly true, so I dropped
our hook just outside the Brightling sea creek, went back
in the dinghy, secured a professional yathting cook,
and promoted Ella deck hand. Needless to say before
we had all been aboard six hours, she was master
of the ship and crew; myself and the passengers were
all her devoted servants.”

1.
The Odyssey begins with events
leadinging up to Telemachus’
voyage in search for his father.
With Athena’s help, they set sail
and provide background for
Odysseus’ story.
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2.
Ulysses opens with, the Telemachia,
a three-part Episode. Episode 1
sets up conflict between Stephen
Dedalus and a friend, while giving
the background of Stephen’s
mother’s death.

3.
This excerpt comes from
the preface of Ella Maillart’s
Gypsy Afloat. The narrator
is her employer known as
the ‘The Colonel.’

&

‘The following pages
are nothing more
than a few memories
of my fickle youth
which took place
during a fickle
moment of the
world’s life. I have
assembled them
in an endeavour
to sum up my past,
outrun it and forget
it, once it has
helped me to find
out what I am.’ 4

Karl Blossfeldt (1865-1932), Dryopteris lix, Wurmfarn
(Common Male Fern), 1928

4.
Ella Maillart
excerpted from Gypsy Afloat
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A Scarlet Letter

A Scarlet Letter
Book
Wintersession 2018

‘Tarnished’ Puritanism
Changed Norms

• Adam and Eve symbolism is also

Societal Expectations Turned Symbolic
• Dear Reader,
This is a particular moment of
development in the cosmography. The author perceives this
as a moment in which ideas
coalesce and develop breadth
and complexity.

When I had gone into Herbert’s room, and had
shut off any other communication between it
and the staircase than through the room in which
our conversation had been held, I asked him
if he would go to bed? He said yes, but asked me
for some of my “gentleman’s linen” to put on in
the morning. I brought it out, and laid it ready for
him, and my blood again ran cold when he again
took me by both hands to give me good night.
I got away from him, without knowing how I
did it, and mended the fire in the room where
we had been together, and sat down by it, afraid
to go to bed. For an hour or more, I remained
too stunned to think; and it was not until I began
to think, that I began fully to know how wrecked
I was, and how the ship in which I had sailed was
gone to pieces.

De’vel’op, v. i.
1 To go through a process of natural evolution or
growth, by successive changes from a less perfect
to a more perfect or more highly organized state;
to advance from a simpler form of existence to
one more complex either in structure or function;
as, a blossom develops from a bud; the seed
develops into a plant; the embryo develops into a
well-formed animal; the mind develops year
by year.
Nor poets enough to understand
That life develops from within.
Mrs. Browning.
2 To become apparent gradually; as, a picture
on sensitive paper develops on the application of
heat; the plans of the conspirators develop.

used in A Day’s Worth of Food,
see pages 69–75.

This is Nathanial Hawthorne’s The Scarlet Letter,
the 1850 novel that explores sin and guilt. This
book is set in Sabon using Jan Tschichold’s
layout proportions, however, everything has
been removed apart from the letter ‘A’ and
the punctuation. This was spurred from another
project in which I was working with repetition,
using the letter A as my primary material, and
looking at the work of Pina Bausch, who uses
repetition in her choreography as a means
for illustrating concept. Here, the vestige is a
simple commentary on complex issues of
societal norms and symbolism. Hawthorn’s
book is rife with symbolism. In particular, the
letter A initially represents sin and guilt, and

shifts to represent salvation, and then
eventually it represents death. The pearl
symbolizes the sin of passion as well as value
and wealth. The two protagonists in the
book, Hester Prynne and Arthur Dimmesdale,
represent • Adam and Eve, etc. Since being
published, The Scarlett Letter has also
become a symbol for female strength. In my
version of this book, Hawthorne’s writing
has been stripped of all content except for
the letter ‘A’ leaving a vestige that is no longer
representative of sin. Rather it leans into
new symbols of the letter A and the page is
filled with sparse, but integral, content.

Miss Havisham’s intentions towards me, all a
mere dream; Estella not designed for me; I only
suffered in Satis House as a convenience, a sting
for the greedy relations, a model with a mechanical
heart to practise on when no other practice was
at hand; those were the first smarts I had. But,
sharpest and deepest pain of all,—it was for the
convict, guilty of I knew not what crimes, and
liable to be taken out of those rooms where I sat
thinking, and hanged at the Old Bailey door, that
I had deserted Joe.
Charles Dickens, Great Expectations,
Chapter XXXVIII , p. 575

De’vel’op, v. t. [imp. & p. p. Developed; p. pr. & vb.
n. Developing.] [F. déveloper; voluper, voleper,
to envelop, perh. from L. volup agreeably, delightfully, and hence orig., to make agreeable or
comfortable by enveloping (Voluptuous); or. perh.
fr. a derivative of volvere, volutum, to roll
(Devolve). Cf. Envelop.] [Written also develope.]
1 To free from that which infolds or envelops;
to unfold; to lay open by degrees or in detail;
to make visible or known; to disclose; to produce
or give forth; as, to develop theories; a motor that
develops 100 horse power.
These serve to develop its tenets. Milner.
The 20th was spent in strengthening our position
and developing the line of the enemy. The Century.

2 To unfold gradually, as a flower from a bud; to
bring through a succession of states or stages,
each of which is preparatory to the next; to form
or expand by a process of growth; to cause to
change gradually from an embryo, or a lower state,
to a higher state or form of being; as, sunshine
and rain develop the bud into a flower; to develop
the mind.
The sound developed itself into a real compound.
J. Peile.
All insects . . . acquire the jointed legs before the
wings are fully developed. Owen.
3 To advance; to further; to prefect; to make to
increase; to promote the growth of.
We must develop our own resources to the utmost.
Jowett (Thucyd).
Webster’s Revised Unabridged Dictionary, 1913
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Closer

Shifted History

• For information on Joseph
Beuys and his work,
see pages 14–16 and 149.

Mythologies Born
Conversations with the Deceased and Distant

And, as I rushed back downward in compliance,
It seemed, before my eyes someone grew near
Whose voice was hoarse out of a long silence.
Seeing him in that barren tract appear,
I cried, ‘Have pity on me,
Whether a spirit or truly man out here.’
He answered: ‘No man; I used to be.
My parents were both Lombards and their state
Was Mantua from their nativity.
And I was born sub Julio, though late;
In good Augustus’ Rome my life was run,
When false and lying gods still carried weight.
I was a poet; I sang Anchises’ son
The just one, who embarked from Tojan ground
When haughty Ilium was burned and done.

To Relate. v.n.
1 To have reference to have respect.
All negative or privative words related to positive
ideas and signify their absence. Locke.
As other courts demanded the execution of
persons dead, in law, this gave the last orders
relating to those dead in reason.
Relater. n. [from relate.]
2 Teller; narrator; historian.
We shall rather perform good offices unto rust,
than any difference unto their relaters. Brown.
Her husband the relater she preferr’d
Before the angel. Milton’s Paradise Lost

Closer
6 Videos, ranging from 00:38 to 05:59
Fall 2017
Closer is a series of videos in which I step into
the world of conceptual artists from the 60s.
I used various video techniques including after
effects, green screen, and overlaid footage
to interact with my heroes of the genre. This
work has three goals — an attempt to be closer
to points of interest in art history, a commentary
on the dearth of women in the art record from
this period, and a way to incorporate, as well as
work with, the ideas in these artists’ works.
I get to play with my identity as it relates to these
artists, while incorporating conceptual art
theory into my own work.

Closer to Joseph Beuys
For this work, I use four images of • Joseph
Beuys and interact with him in each image.
Instead of mimicking his stance, I respond by
doing the opposite. I yell where he listens,
he leans to his right and I lean to my left, he
makes a fist and I present an open hand,
and he points to the viewer and I point to myself.
In each, I respond to his action with obstinate
refusal to mirror his actions.

But you, why panicked now and turning round?
Why not ascend to that Delectable Height,
The source and cause where every joy is found?
‘A re you that Vergil, then, the spring so bright
That pours abroad so rich a stream of speech?’
I answered hum, my face abashed and white.
‘Glory and Light of powers may my long zeal teach
Me, and the deep love that made me pore
Upon your volume stead me well, I now beseech
You are my origin and master. You’re
The one alone from whom I take my style,
The good style that I’m so honoured for.
Dante Alighieri, The Inferno, Canto I,
lines 60–88, with minor revisions

Rel a’ tion. n.s. [relation, French; from relate.]
1 Manner of belonging to any person or thing.
Under this stone lies virtue, youth,
Unblemished probity and truth;
Just unto all relations known,
A worthy patriot, pious one. Waller
2 Respect, reference, regard.
I have been importuned to make some observations on this art, in relation to its agreement with
poetry. Dryden.
3 Connection between one thing and another.
Of the eternal relations and fitnesses of things we
known nothing; all that we know of trust and
falsehood is; that our constitution determines us
in some cases to believe, in other disbelieve.
Samuel Johnson,
The Dictionary of the English Language
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Closer to Christian Boltanski
Using the work 10 Portraits Photographiques
de Christian Boltanski 1946–1964, Closer to
Christian Boltanski puts me in dialogue with
Boltanski. The original piece consists of several
images of young boys at what appears to be
the same spot in a park. The audience is meant
to read this as several images of Boltanski as
he is growing up. However, inspection shows a
lack of consistency in what would be the
normal aging process. The images are labeled
with Boltanski’s name, a date, and a supposed
age. None of this correlates accurately though.
The fact is that all of the photos were taken
on the same day and are actually all different
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people. This calls into question legitimacy of
the image, as well as value of art. In response,
I created a video of women who were born
between four and twelve years after me. The
women walk onto screen state that their name
is Angela Torchio, the age I was the year they
were born, and then state the year they were
born. They then walk off screen. I placed
these on a grid and added a background that
mimics the set up in Boltanski’s work. This
questions the legitimacy of the image, and
using only adult women explores undertones
of ageism and issues around perceptions of
older women.

Closer to Walter de Maria
In this piece, I come into frame where I face off
with Walter de Maria. I pause and look directly
at him, and then return off frame and leave him
as a static image.

Closer

Closer to Jørgen Leth
For this work, I drink a coffee with Jørgen Leth
while Andy Warhol eats a Burger King
hamburger. This work, which was included in
Leth’s 1981 film 66 Scenes from America is
a notorious symbol of America. As Andy Warhol,
a symbol of pop culture in his own right,
eats a hamburger and ketchup while filmed by
an immigrant, several statements are being
made about nationalism. I then join, between
Warhol and Leth, which interrupts their
conversation and inserts my own into the mix.

Closer to Bruce Nauman •
women’s and men’s work while also engaging
Bruce Nauman stated “If I was in studio, whatever
with Nauman. Initially, his presence is the lead
I was doing was art,” and this piece plays with
but there is a moment when we overlap, and
that. I taped a square on my floor and filmed
from that point, my body becomes the dominant
myself walking in the same manner as Nauman,
presence in the video. I think of this as the moand then overlaid the two videos. The footage
ment when the work becomes mine, and the
was taken in the living room, a space in my
concepts he uses — repetition, space, language,
house that is liminal between the kitchen and
the body — become part of my oeuvre.
my workspace, two spaces that are set up for
creation of sorts. With this, I am creating work
• For information on Bruce
in a space that is not meant for making but
Nauman and his work,
situated in a space between two places that
see page 20–21.
are. This oscillates between symbols of
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Closer to Jannis Kounellis
Jannis Kounellis included in a 1969 catalogue
on minimalism the following text —
9 May 1969
I’ll paint a tree black
15 May 1969
I’ll bring a sailboat from the sea to a mountain
lake, and I’ll paint it black
20 May 1969
I’ll paint a farmhouse in the Roman
countryside bright blue
(inside and out).
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As a response, I laser cut a house, a tree, and a
boat from wood. I then took footage of me
painting these objects according to the colour
indicated in Kounellis’s work. In each, I am
wearing a different outfit to help visually discern
the fact that there is a time factor and the
different objects are painted on separate days.
I then edited the footage together, switching
between the different objects. Kounellis’s work
was often a commentary on industrialization
and the speed of life, and it is heavy with Arte
Povera symbolism.

So for my video, I increasingly sped the videos
up and set them to the hum of sewing
machines and other mechanized sounds which
creates a frenzied state. At the last moment
I set the house down, and when I remove my
finger from the house, and look up, the video
footage slows down and the sounds stop.
Abruptly, the viewer is aware of the myopia and
anxiety that slowly arises from the deluge
of visual and audible stimuli. This aptly nods to
Kounellis’s documentation of a hermetic life
and personal memories.

97

Closer to Pablo Picasso
Using four images of Pablo Picasso, I come into
frame and interact with the cubist artist. Each
interaction is based on Picasso’s pose; either I
mimic his pose or respond to it.

Becoming a Mythmaker

Closer

99

Closer to Content

Closer to Content
20-Hour Livestream and 9 min. Documentation
Video
Spring 2018

Emerged from Antiquity
Controlled Voyeurism / Power Struggles

YouTube vlogging and livestreams rely on the
human inclination to voyeurism. When
watching a livestream, we peer into the lives
of other people and things in a difference
space, possibly even different time. The same
is true of vlogging. However vloggers seek
attention from a viewership, whereas people
on livestreams do not always know they
are being watched. A famous example is the
livestream at a traffic intersection in Jackson
Hole Wyoming. People crossing those streets
likely have no idea they are on a livestream.

Doctrine Complicates

.小松引人とて人をながむかな
ko matsu hiku hito tote hito wo nagamu kana
yanking up a little pine
he watches
the watchers
Kobayashi Issa, year unknown

World. n.s. [Saxon; wereld, Dutch.]
1 World is the great collective idea of all bodies
whatever. Loc.
2 System of beings.
Begotten before all worlds. Nicene Creed.
God hath in these last days spoken unto us by his
son, by whom he made the worlds. Hebr. i. 2.
Know how this world
Of heav’n and earth conspicuous first began.
Milton.
3 The earth; the terraqueous globe.
He the world, Built on circumfluous waters.
Milton’s Paradise Lost.
4 Present state of existence.
I’m in this earthly world, where to do harm
Is often laudable; to do good sometime
Accounted dangerous folly. Shakesp. Macbeth.
5 A secular life.
By the world, we sometimes understand the
things of this world; the variety of pleasures and
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interests which steal away our affections from
God. Sometimes we are to understand the men
of the world, with whose solicitations we are so
apt to comply.Roger’s Sermons.
6 Publick life.
Hence banished, is banish’d from the world;
And world exil’d is death.
Shakesp. Romeo and Juliet.
7 Business of life; trouble of life.
Here I’ll set up my everlasting rest,
And shake the yoke of man’s suspicious stars
From this world-wearied flesh.
Shakesp. Romeo and Juliet.
8 Great multitude.
There were a world of paintings, and among the
rest the picture of a lion. L’Estrange.
From thy corporeal poison freed, Soon hast thou
reach’d the goal with mended pace;
A world of woes dispatched in little space. Dryden.

9 Mankind; an hyperbolical expression for many.
Why dost thou shew me thus to th’ world?
Bear me to prison. Shakesp. Measure for Measure.
10 Course of life.
Persons of conscience will be afraid to begin the
world unjustly. Clarissa.
11 Universal empire.
Rome was to sway the world. Milton.
12 The manners of men.
If knowledge of the world makes man persidious,
May Juba ever live in ignorance. Addison’s Cato.
13 A collection of wonders; a wonder. Obsolete.
The bassa having recommended Barbarussa, it
was a world to see, how the court was changed
upon him. Knolles.
Samuel Johnson,
The Dictionary of the English Language

Closer to Content

• Dear Reader,
It was roughly this point in my
education when a peer pointed
out that I tend to subsume
identities. I become a character in my own play in order
to create work. In this piece,
I attempted to actively sit in
that space, metaphorically
and literally. This also gave me
a great opportunity to engage
with content that intrigues me
such as the flat earth society.
Which, the group has recently
changed their website, but
in the spring of 2018, they had
555 members, the most recent
being Bobby Ray Simmons Jr.
(B.o.B.) from Atlanta, Georgia.
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• Visible below are references
to Darwin, Tony Oursler,
Matthew Barney, Bruce Nauman,
Christian Boltanski, the
Flat Earth Society, Freemasons, Joseph Beuys, and
magician identities.
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Many livestreams are at intersections in cities,
while others are in the woods and capture the
ongoings of animals. This in and of itself puts
forth many questions on humanism, symbolism,
and what it means to watch or be watched.
With all of this in mind, I opened my studio
space to this voyeurism. While considering
the fact that I obsess over ideas, people, and
concepts that have no idea that I am watching,
I took the opportunity to connect with these
things in order to enter into a dialogue with
them. I set up the livestream to focus on my face
at my computer. The shot was a bit tight creating
a sense of claustrophobia. From there, I printed
a set of • images that conceptually deal with
human development, cosmographies, and civilization and turned on the livestream. As I
progressed through my day in studio, if some

interaction referenced the topics in my images,
I added one within view of the camera. This
meant that as I read content, interacted with
people, and did my studio work, if human development or a specific work came up, I would
go to my desk and pin up a printed image. The
images layered on top of one another created
one conversation, while my placement between
the images and the camera created another,
and the livestream created a third with the unknown people who watched the video. Once
the 20 hours of footage were collected, I then
brought this into After Effects and chopped
it down to a 9 -minute video and reposted it to
YouTube. Later in the semester, I recreated this
in the final critique. Since this time, the videos
have had 26 total views from strangers.

103

Becoming a Mythmaker

Atlas

105

On Collections
Excerpt from an interview with Jessica Helfand

 ngela Torchio You mentioned that
A
your parents were both collectors.
When you were talking about that in
Desire, you said that you feel like it
requires a curatorial eye. I completely
agree, and I was curious to hear more
about that.

Jessica Helfand I grew up in a family of collectors.
You weren’t taken seriously unless you had a
collection of something.
It’s our pathology. My dad was a premier
collector of things to do with Quakery, but he was
trained as a Chemist, a Chemical Engineer, and
a Pharmacist. He collected things having to do with
the history of pharmacy and medicine. My house
is just full of drug jars, and I grew up with these
things. I wrote an essay called Can Graphic Design
Make You Cry about growing up in a house full
of pharmaceutical posters with skulls and crossbones. They were pointing at you, saying don’t
do that or you’ll get syphilis and die. It was graphic
design as an admonishing force in my life.
It takes an enormous amount of patience
to be a collector because it’s not just about finding
another thing to put on your shelf. It’s about, do you
want to work with that material as a scholar or
as an artist or as a writer or as a researcher. You
have to let it have time to breathe on its own. You
have to live with it, and you have to take time to
let it settle. That’s why working in collections
is so important to me and will continue to be if I
ever write another book.
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AT You’re bringing up the relationship
between word and image a lot. It shifts
things, right? If you have a collection, yes
you can find something that you want
to work, but it’s about the relationship to
the other things in the collection. I feel
like with all of these things it’s more than
just choosing something.

What you choose to collect and how you
organize the collection are not necessarily the
same thing. For example there was a man at Yale,
his name is David Pease. He died recently. I
absolutely adored him. He’s the reason I have a
studio; he is the reason I will die in my studio
someday. He went to the studio every day until he
was 85, and he couldn’t go anymore. Some days
he would just rearrange things on the wall. He had
this view of the studio as a sanctuary and an
understanding of bearing witness to the things that
he had collected, the things he had made, and
how you organize the collection. He and I used to
joke that the older he got, the more he was a
graphic designer, and the older I got, the more I
was an artist at heart. He was trained as an
artist and became a Dean, but he had a real methodical mind, much more disciplined than I do.
He collected many, many things, but one
of the things he collected was postcards. I house
sat for him when I was a grad student years ago,
and I remember at that time he had 52 different
categories of postcards. One of them was called
Cards that Lie. Cards that Lie would include a
JH

Project Name

picture of a man picking oranges in Florida, and
underneath that, it said ‘Man Picking Oranges
in Florida.’ Then another postcard had the exact
same photograph and it said ‘Man Picking
Oranges in Georgia.’ He had another category
called Green Benches, but if there was a green
bench in Cards that Lie, it might move from
Cards that Lie.
It was a great thing to learn about the
reality and the beauty in organizing. This is why
I asked a question about organizing the thesis.
The beauty is sometimes in the organizing. It doesn’t
mean you’re organized, but it means your mind
is porous enough to open itself up to different ways
of thinking and to find value between ideas. That
to me is what a creative mind really does best.

and the magic lies. It sounds to me like that is
some of what you’re working on with this project.

	
AT It’s so fascinating. Everything is
slippery. We don’t want it to be, but it is.
JH Slippery rather than ambiguous is a really

good way to say it. You can get that image of him
redoing his postcards around different formats,
and then you believe in it. You name it, and you
label it, and you move forward with. Then it’s
yours. You can recomposit something, and I think
that’s where the beauty is. That’s why I always
want to work with historical material because it’s
so easy for it to get thrown away. It’s not that
I’m nostalgic, which I probably am; and it’s not
that I’m sentimental, although I probably am;
but I think reconstituting stories by interpolating
the dots in different ways is where the beauty

Postcard of a man picking oranges in Florida.
This is not necessarily the same postcard
that we discussed, but it may as well say man
picking oranges in any state.
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Part II
Becoming
E.H. Gombrich
Dark ages to Contemporary
Collections, Museology, and Other Practices

On View
Flora Assemblage
Flour and Water
Perceiving Long Objects + Cards
Mot Juste Volumes I and II
Edna Pontellier
I Want to Understand Film
5–7–5

1 Stuart Franklin
The Natural History Galleries of the
Horniman Museum in London,
1993.

5 Martine Franck, 1976
Henri Cartier-Bresson
Museum of Natural History, Paris
Magnum Photos

2 Museum staff assembling
skeleton of Warren Mastadon
American Museum of Natural
History, New York

6 Museum staff mounting
Brontosaurus skeleton forelimb,
Department of Vertebrate
Paleontology, 1904–05
American Museum of Natural
History, New York
Photography, A. Thomson

3 Museum staff person working
on trunk of elephant in Indian
Elephant Group, 1927–02
American Museum of Natural
History, New York
Photography Julius Kirschner
4 Visitors at entrance to Natural
Science Center, 1957
American Museum of Natural
History, New York
Photography, Morton Yourow

7 Museum staff at work on Flying
Bird Group, Sanford Hall, 1947–07
American Museum of Natural
History, New York
Photography, Alex J. Rota
8 Dr. Manson adjusting
instruments on Seismographic
Globes, Hall of Earth History, 1969
American Museum of Natural
History, New York

9 Watling Drawing — no. 469:
flowering plants — three varieties
of “Moonseed”
Artist unknown
Watercolors
Laid paper watermarked “IV”

13 Museum workman posing
with Mastodon skeleton mounted
for display
American Museum of Natural
History, New York
Photography, A. E. Anderson

10 Female King Parrot Alisterus
scapularis, c. 1788 and 1798
Port Jackson

14 School children studying a
display of Indians of the Plains with
Museum instructor, 1908–12
American Museum of Natural
History, New York
Photography, Thomas Lunt

11 Museum staff with fossil shark
jaws under restoration, 1927–01
American Museum of Natural
History, New York
Photography, H.S. Rice
12 Museum staff viewing Whale
model, Hall of Ocean Life, 1969–02
American Museum of Natural
History, New York
Photography, Alex J. Rota

15 Museum staff constructing
Moa, 1952–04
American Museum of Natural
History, New York
Photography, Alex J. Rota
16 Robert Rockwell Sculpting
the Standing Alaska Brown Bear
for the Diorama, 1940
American Natural History Museum

17 Anthericum cirratum; family:
Liliaceae
Johann Georg Adam Forster
Natural History Museum, London
18 Striated Starling, Aplonis
Forster Collection of Zoological, 1774
Johann Georg Adam Forster
Natural History Museum, London
19 Medicinal plants stored in
formaldehyde at the Natural
History, 2011
Martin Roemers
Colombo, Sri Lanka
10 Installing Dinosaur skeletons,
1938
Hansel Mieth
Natural History Museum,
New York

21 Portlandia tetrandra,
family: Rubiaceae, 1774
Johann Georg Adam Forster
Savage Island, Niue
Natural History Museum, London
22 Stuffed animals in a store room
of the Museo Nacional de Ciencias
Naturales de Espana, 2008
Alfredo Caliz
Madrid, Spain
23 Stuffed animals in the Natural
History Museum, 2011
Martin Roemers
Colombo, Sri Lanka
24 Implement handle, 1000–1300.
Hopewell Culture
Chicago Natural History Museum

25 Sandager’s Wrasse Coris
sandeyeri, Yellow-green Wrasse
Thalassoma lutescens and the
Banded Snake-eel Elapsopis
cyclorhinus, 1790
George Raper
The drawing is inscribed in black
ink “FISHES of NORFOLK
ISLAND, Natural Size 1790”.
26 Corridor leading through
various rooms in the natural history
building inside the Agricultural
Museum, 2009
Jason Larkin
Cairo, Egypt
27 Stuffed elephant in the Tervuren
Royal Museum for Central Africa,
2005
Tim Dirven
28 Museum of Natural History
Towards staircase, 1873–1881
Alfred Waterhouse

29 Varied Thrush and American
Robin, 1778
William Wade Ellis
King Georges Sound
Natural History Museum, London
30 A frog preserved in Formaldehyde at the Natural History
Museum, 2011
Martin Roemers
Colombo, Sri Lanka
31 Elephant, ca. 1985
Richard Ross
Museum of Natural History, Vienna
32 Trinity College Summit
Campus, Natural History Museum,
Seabury Hall, Interior view, ca.1895
unknown American photographer
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On View
Book
Wintersession 2019

Medieval to Modernism
Context Rearranged

• This work relies on the fact
that human perception allows
us to regonize things after
they undergo change, see the
work of Rachel Whiteread on
pages 32–35 and Gregor
Schneider on pages 22–23.

Re-Presented and Shifted Perspective

Our starting point for understanding the role of
words as designators was the relationship
between a name and its reference. Singular words
that designate something — red, this, I — were
discussed. Many strategies in this book are based
on vocabularies. But does reference reside in
the single words of the vocabulary we use? The
American language philosopher Searle noted
that ‘sentences, not words, are used to say things’.190
He interpreted Frege’s statement ‘Nur im
Zusammenhang eines Satzes bedeuten Wörter
etwas’ as meaning that ‘only in the context
of a sentence do words have reference.’191
The relationship of a word to an object can be
described. Searle wonders if is it possible to:
[. . .] mean or intend a particular object to the exclusion of all others? Some facts incline us to think
that it is a movement of the soul — but can I intend
just one particular object independent of any
description or other form of identification I could
make of it?192
Searle examined problems of identification
and reference in relation to the Speech Act theory
of his teacher, language philosopher J. L. Austin,
and others like Paul Grice. In his major work

View n. [OF. veue, F. vue, fr. OF. veoir to see, p. p.
veu, F. voir, p. p. vu, fr. L. videre to see. Vision,
and cl. Interview, Purview, Review, Vista.]
1 The act of seeing or beholding; sight; look;
survey; examination by the eye; inspection.
Thenceforth I thought thee worth my nearer view.
Milton.
Objects near our view are thought greater than
those of a larger size are more remote. Locke.
Surveying nature with too nice a view. Dryden.
2 Mental survey; intellectual perception or
examination; as, a just view of the arguments or
facts in a case.
I have with exact view perused thee, Hector. Shak.
3 Power of seeing, either physically or mentally;
reach or range of sight; extent of prospect.
The walls of Pluto’s palace are in view. Dryden.

Becoming E.H. Gombrich

On View is an exploration in the relationships
between color, women, art history, and
the RISD Museum. For this work, I surveyed
the works on view in the RISD museum in
February 2019. Of the 3,154 objects on view,
46 were paintings that included women with
clothes. I took photos of each and consulted
the listings online to capture the colors
used for the women’s clothing in each painting.
• The result is a book in which I translate the
paintings into distilled spreads.

‘Speech Acts’, he declares that ‘reference is a
speech act, and speech acts are performed by
speakers in uttering words, not by words.’193
He attempted to explain the notion of reference
by framing them to abbreviations of pointing
expressions: singular referring expressions, like
personal pronouns (‘I’, ‘you’), proper names for
people and cities, and descriptions such as ‘your
copy of today’s newspaper’ or ‘the lady living
on the ground floor’. Everything else, every
identification of activity, procedure, occurrence
or thing, he calls a referring expression.
Referring expressions point to particular things;
they answer the questions “Who?” “What?”
“Which?”194 at do you mean? or: What is meant
by this notion of pointing?
190 Searle 1969, p. 25
191 Frege 18884 p. 73; Searle 1969, p. 25, my italics; The philosopher
Humbolt (1903 / 1967) states this similarly: ‘Die Sprache liegt nur in
der verbundenen Rede, Grammatic and Wörterbuch sind kaum ihrem
todten Gerippe zu vergleichen.’ (Kramer & König 2002). ‘Language
lies only in connected speech, grammar and dictionary are not even
comparable to its bones.’ (my translation)
192 Searle 1969, p. 87
193 Searle 1969, p. 28
194 Searle 1969, pp. 26–27

Tine Melzer, Taxidermy for Language—Animals,
p. 177 (the color references and footnotes are from
the source text)

4 That which is seen or beheld; sight presented
to the natural or intellectual eye; scene; prospect;
as, the view from a window.
‘T is distance lends enchantment to the view.
Campbell.
5 The pictorial representation of a scene; a
sketch, either drawn or painted; as, a fine view
of Lake George.
6 Mode of looking at anything; manner of
apprehension; conception; opinion; judgment;
as, to state one’s views of the policy which ought
to be pursued.
To give a right view of this mistaken part of
liberty. Locke.
7 That which is looked towards, or kept in sight,
as object, aim, intention, purpose, design; as,
he did it with a view of escaping.

No man sets himself about anything but upon
some view or other which serves him for a reason.
Locke.
8 Appearance; show; aspect. [Obs.]
[Graces] which, by the splendor of her view
Dazzled, before we never knew. Waller.
Webster’s Revised Unabridged Dictionary, 1913
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• Jessica Helfand talks about
context and color symbolism in
our conversation starting on
page 206. Also, see the quote
from Maggie Nelson’s Bluets
on page 194.

Contrast

Highlight

a painting that came from the East, specifically
Iran or India. The presence of the women
in the paintings is hinted to on the cover, and
de-contextualizing the colors, form, and
museum setting gives a drastically different
read. The cover has the women removed from
their clothing, but their presence is indelible.
The form of their bodies within the silhouettes
becomes the standout portion of the image,
while the colors on the interior form an
abstracted portrait.

Trim

Accent
Hats

The spreads contain color swatches in roughly
the same proportion of the color used in
the clothing items. Each is labeled to illustrate
the article of clothing to which it relates,
and the whole spread is punctuated by the
basic wall label information provided by
the Museum. Re-presenting these paintings
in this manner resulted in some surprises.
• The blue lapis lazuli was less prevalent in the
early paintings than expected. It was not
until the twentieth century when cobalt started
to become a norm. This re-presentation
also provides a new perspective on the works.
Trends in colors are visible, apart from the
occasional outlier. In almost each instance of
a deviation, that color scheme belonged to

Lowlight
Trim

Dress
Cloak
Bodice

Dress 2

Veil

Dress 1

1510
The Adoration of the Magi
Unknown, Netherlandish
Oil on wood panel
14
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ca. 1685
Esther and Mordecai
Aert de Gelder
Oil on canvas
15
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Series of three Print Pieces with
corresponding index books
Fall 2018

Victorian
Re-Authoring
• The Ancient Greek creation

New Context
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Someone’s been run over.

This is a series of three facsimiles of a facsimile
of Emily Dickinson’s Herbarium. For each of
my three pieces, the starting point was a page
from Dickinson’s book. Looking at the plant
specimens on these pages, I based my selections on particular formal variations in the
plants within the page. I then combined these
pages with texts about the plants as well as
images from other sources. The texts include
mythology from • Ancient Greece, fairy tales,
lyrics from David Bowie, among other writings.

The century grinds on.

Outside there are sirens.

Several hundred years ago
this could have been mysticism
or heresy.
It isn’t now.

You start to hum.

You say, I have too much white clothing.

but that part will come later.

You’d be surprised if you got an answer,

There is so much silence between the words,
you say.
You say, The sensed absence
of God and the sensed presence
amount to much the same thing,
only in reverse.

It’s necessary to reserve a secret vice.

This is what comes from forgetting to eat
at the stated mealtimes.
You simmer them carefully,
drain, add cream and pepper,
and amble up and down the stairs,
scooping them up with your fingers right out of the bowl,
talking to yourself out loud.

Now, forty years later, things have changed,
and it’s baby lima beans.

You took a large scoop of vanilla ice-cream
and filled up the glass with grapejuice
and ginger ale, and put on Glenn Miller
with his big-band sound,
and lit a cigarette and blew the smoke up the chimney,
and cried for a while because you were not dancing,
and then danced, by yourself, your mouth circled with purple.

when the others were out somewhere, having a good time,
or so you suspected,
and you had to baby-sit.

Everyone has deserted you,
or this is your story;
you remember it from being sixteen,

In The Secular Night
by Margaret Atwood
In the secular night you wander around
alone in your house.
It’s two-thirty.

throughout the world, that might form a mark, as
it were. It was the historian’s responsibility to
restore to language all the words that had been
buried. His existence was defined not so much
by what he saw as by what he retold, by a secondary
speech which pronounced afresh so many words
that had been muffled. The Classical age gives
history a quite different meaning: that of undertaking a meticulous examination of things
themselves for the first time, and then of transcribing what it has gathered in smooth,
neutralized, and faithful words. It is understandable
that the first form of history constituted in this
period of ‘purification’ should have been the history
of nature. For its construction requires only
words applied, without intermediary, to things
themselves. The documents of this new history are
not other words, texts or records, but unencumbered spaces in which things are juxtaposed:
herbariums, collections, gardens; the locus of this
history is a non-temporal rectangle in which,
stripped of all commentary, of all enveloping
language, creatures present themselves one beside
another, their surfaces visible, grouped according
to their common features, and thus already
virtually analysed, and bearers of nothing but their
own individual names. It is often said that the
establishment of botanical gardens and zoological
collections expressed a new curiosity about exotic
plants and animals. In fact, these had already
claimed men’s interest for a long while. What had
changed was the space in which it was possible
to see them and from which it was possible to
describe them.

Convallaria, Umbellata.
Clintonia umbellata: white clintonia
[Clintonia borealis: yellow clintonia]

Aesculus, hippocastanum.
common horsechestnut

Leontodon, taraxacum.
Taraxacum, official: common dandelion

Lebelia, inflate.
Indian-Tobacco
[Lobelia spica’s: spiked lobelia]

Lilium, candidum.
madonna lily
[Hemerocallis lilioasphodelus:
“Most of the dandelions had changed
from suns into moons.”
Vladimir Nabokov

The descriptive order proposed for natural history
by Linnaeus, long after Jonston, is very
characteristic. According to this order, every
chapter dealing with a given animal should follow
the following plan: name, theory, kind, species,
attributes, use, and, to conclude, Litteraria. All
the language deposited upon things by time is
pushed back into the very last category, like a sort
of supplement in which discourse is allowed to
recount itself and record discoveries, traditions,
beliefs, and poetical figures. Before this language
of language, it is the thing itself that appears,
in its own characters, but within the reality that
has been patterned from the very outset by the
name. The constitution of a natural science in the
classical age is not the effect, either direct or
indirect, of the transference of a rationality formed
elsewhere (for geometrical or mechanical
purposes). It is a separate formation, one that has
its own archaeology, even though it is linked
(though in a correlative and simultaneous mode)
to the general theory of signs and to the project
for a universal mathesis.
Thus the old word ‘history’ changes its value,
and perhaps rediscovers one of its archaic
significations. In any case, though it is true that
the historian, for the Greeks, was indeed the
individual who sees and who recounts from the
starting-point of his sight, it has not always
been so in our culture. Indeed, it was at a relatively
late date, on the threshold of the Classical age,
that he assumed — or resumed — this role. Until
the mid-seventeenth century, the historian’s
task was to establish the great compilation of
documents and signs — of everything,

myth is on page 76.

common yellow day-lily]

Michel Foucault, The Order of Things
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• The significance of herbariums along with examples
and other information is on
pages 18 and 42–46.
Just see the basketful of anemones we got down in the
believe just as we used to believe in Santa Claus. He’s
glen! They were as thick there as they could be. We
a myth, you know, and now you please keep still and
picked and picked and it didn’t seem to make a bit of
maybe mother has time to tell us about the first
difference, there were so many left. Aren’t they lovely?” anemones. I like myths.”
“They are dainty little flowers, boys. Where did you say “This is a hunting story, so I know you will like it, boys.
you found them?”
“But just think of hunting with bow and arrows and
“On the low land in the glen by the brook. There were
spears! Would you like that?”
great trees on both sides of the glen, and it was so still
“Yes, yes!” shouted both the boys.
the little brook and the waterfall sounded as loud as a
“Well, years ago in the Golden Age when the world was
big river. How we wished you were there!”
young there lived a Greek hunter whose name was
“What else did you find besides the windflowers, or
Adonis. He was tall and straight and handsome. His
anemones, boys?”
friends thought it a great pity that he should spend
“Here’s a little moss and a few blood-root flowers, and
his time in the woods, with only his dogs for company.
Will Johnson carried home a big bouquet of wild
Away he would go day after day with his arrows at his
bleeding-hearts.”
back and his spear at his side. His dogs were fierce and
“That makes me think, Charlie, of a myth there is about would attack any creature. His horse was as brave as
the first anemones.”
he. His friends begged him to wait till he was older and
“A myth? What is that, mother? Oh, I know, John,” said
stronger before he went into the deep forests, but he
Charlie; “it is one of those stories that people used to
never waited. He had killed bears, wolves, and lions.

Why should he wait?
“But the wild hog is fiercer than the tiger. One spring
morning while hunting in the forest, Adonis wounded
two. Leaving his dogs to worry one while he killed the
other, he got off his horse, and, running, threw his
spear at the hog. Its thick hide was tough and the spear
fell to the ground. He drew out an arrow, but before
he could place it in the bow, the ugly beast had caught
him with its horrid tusks.
“He tore away and, bleeding at every step, bounded down
a hillside toward a brook to bathe his wounds. But the
savage beast reached it as soon as he. A flock of white
swans that had been drinking from the brook, rose on
their strong wings and, flying straight to their mistress,
Venus, told the story.
“Back they brought her in her silver chariot, sailing so
steadily that, from the silver cup of nectar she brought
with her, not a drop was spilled.
“’Adonis! Adonis!’ cried Venus.

The Legend of the Anemone, Ancient Greece, Classic
Mythis, Mary Catherine Judd
“There was nothing but drops of blood on the grass to
tell her where he had been. It was all that was left of
the handsome hunter.
“Venus sprinkled some of the nectar on these drops and,
in an hour, tiny flower buds showed their heads. Then
she drove sadly home. Soft winds blew the tiny buds
open, and at night blew them away. So people called
them wind-flowers, or anemones. And they believe that
the pink and purple which colored them came from
the heart of Adonis.”
“But why didn’t tiger-lilies or some other big and showy
flowers come, not these pretty little things?”
“I don’t know, John; go and ask Venus.”
Don’t turn over the rocks if you don’t want to see the
pale creatures who live under them.
Janet Finch

It is interesting that this author, who was known
for writing about death, keept the habit of a
herbarium. This habit often provides specimens
of plants that are either extinct or have evolved
to a nearly unrecognizable state. Three of the
plants in her herbarium are now extinct,
and most of the samples in the book are very
different from the same species we have
now. • Dickinson’s herbarium captures the time
in which she collected the samples through
her decisions on how she presents the plants,
what she places together on a single page,
and the form of plants that we no longer know.
These multiple shifts along with the symbolic
attributes mentioned earlier in this book yield
a space for reinterpretation and representation
of this content.

Anemone, thalictroides.
Thalictrum thalictoides: rue anemone
Anemone, verginica.
Anemone quinquefolia: wood anemone

As to those which affect the mind, strykhnos, as was
said before, is said to upset the mental powers and
make one mad ; while the root of onotheras (oleander)
administered in wine makes the temper gentler and
more cheerful. This plant has a leaf like the almond, but
smaller, and the flower is red like a rose. The plant
itself (which loves hilly country) forms a large bush ; the
root is red and large, and, if this is dried, it gives off a
fragrance like wine. And this does not seem surprising,
since there is a sort of ‘ bouquet’ given off by a thing
which has the peculiar quality of wine.

Nerium, oleander.
oleander
Cucumis, sativus.
cucumber
Houstonia, cerulea.
Houstonia cerulea: bluets
Orchis, orbiculata.
Plantanthera orbiculata: round-leaved orchis
[Plantanthera hookeri: hooker’s orchis]

Theophrastus, Enquiry into Plants

Scutellaria, grandiflora.
Scutelleria orientalis: oriental skullcap
[Scutellaria epilobiifolia: marsh skullcap]

Scutellaria, grandiflora.
Scutelleria orientalis: oriental skullcap
[Scutellaria epilobiifolia: marsh skullcap]
Orchis, orbiculata.
Plantanthera orbiculata: round-leaved orchis
[Plantanthera hookeri: hooker’s orchis]

Theophrastus, Enquiry into Plants
As to those which affect the mind, strykhnos, as was
said before, is said to upset the mental powers and
make one mad ; while the root of onotheras (oleander)
administered in wine makes the temper gentler and
more cheerful. This plant has a leaf like the almond, but
smaller, and the flower is red like a rose. The plant
itself (which loves hilly country) forms a large bush ; the
root is red and large, and, if this is dried, it gives off a
fragrance like wine. And this does not seem surprising,
since there is a sort of ‘ bouquet’ given off by a thing
which has the peculiar quality of wine.

Houstonia, cerulea.
Houstonia cerulea: bluets
Cucumis, sativus.
cucumber
Nerium, oleander.
oleander
Anemone, verginica.
Anemone quinquefolia: wood anemone

Don’t turn over the rocks if you don’t want to see the
pale creatures who live under them.
Janet Finch

Anemone, thalictroides.
Thalictrum thalictoides: rue anemone
Just see the basketful of anemones we got down in the
glen! They were as thick there as they could be. We
picked and picked and it didn’t seem to make a bit of
difference, there were so many left. Aren’t they lovely?”
“They are dainty little flowers, boys. Where did you say
you found them?”
“On the low land in the glen by the brook. There were
great trees on both sides of the glen, and it was so still
the little brook and the waterfall sounded as loud as a
big river. How we wished you were there!”
“What else did you find besides the windflowers, or
anemones, boys?”
“Here’s a little moss and a few blood-root flowers, and
Will Johnson carried home a big bouquet of wild
bleeding-hearts.”
“That makes me think, Charlie, of a myth there is about
the first anemones.”
“A myth? What is that, mother? Oh, I know, John,” said
Charlie; “it is one of those stories that people used to

believe just as we used to believe in Santa Claus. He’s
a myth, you know, and now you please keep still and
maybe mother has time to tell us about the first
anemones. I like myths.”
“This is a hunting story, so I know you will like it, boys.
“But just think of hunting with bow and arrows and
spears! Would you like that?”
“Yes, yes!” shouted both the boys.
“Well, years ago in the Golden Age when the world was
young there lived a Greek hunter whose name was
Adonis. He was tall and straight and handsome. His
friends thought it a great pity that he should spend
his time in the woods, with only his dogs for company.
Away he would go day after day with his arrows at his
back and his spear at his side. His dogs were fierce and
would attack any creature. His horse was as brave as
he. His friends begged him to wait till he was older and
stronger before he went into the deep forests, but he
never waited. He had killed bears, wolves, and lions.
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Why should he wait?
“But the wild hog is fiercer than the tiger. One spring
morning while hunting in the forest, Adonis wounded
two. Leaving his dogs to worry one while he killed the
other, he got off his horse, and, running, threw his
spear at the hog. Its thick hide was tough and the spear
fell to the ground. He drew out an arrow, but before
he could place it in the bow, the ugly beast had caught
him with its horrid tusks.
“He tore away and, bleeding at every step, bounded down
a hillside toward a brook to bathe his wounds. But the
savage beast reached it as soon as he. A flock of white
swans that had been drinking from the brook, rose on
their strong wings and, flying straight to their mistress,
Venus, told the story.
“Back they brought her in her silver chariot, sailing so
steadily that, from the silver cup of nectar she brought
with her, not a drop was spilled.
“’Adonis! Adonis!’ cried Venus.

“There was nothing but drops of blood on the grass to
tell her where he had been. It was all that was left of
the handsome hunter.
“Venus sprinkled some of the nectar on these drops and,
in an hour, tiny flower buds showed their heads. Then
she drove sadly home. Soft winds blew the tiny buds
open, and at night blew them away. So people called
them wind-flowers, or anemones. And they believe that
the pink and purple which colored them came from
the heart of Adonis.”
“But why didn’t tiger-lilies or some other big and showy
flowers come, not these pretty little things?”
“I don’t know, John; go and ask Venus.”

And softly through the altered air
Hurries a timid leaf.

The Legend of the Anemone, Ancient Greece, Classic
Mythis, Mary Catherine Judd
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23 February 1944
The two of us looked out at the blue sky, the bare
chestnut tree glistening with dew, the seagulls and
other birds glinting with silver as they swooped
through the air, and we were so moved and entranced
that we couldn’t speak.

The two of us looked out at the blue sky, the bare
chestnut tree glistening with dew, the seagulls and
other birds glinting with silver as they swooped
through the air, and we were so moved and entranced
that we couldn’t speak.
23 February 1944
The Dandelion’s pallid tube
Astonishes the Grass,
And Winter instantly becomes
An infinite Alas—
Only Zeus, the Father of Heaven, might wield the thunderbolt; and it was
with the threat of its fatal flash that he controlled his quarrelsome and
rebellious family of Mount Olympus. He also ordered the heavenly bodies,
made laws, enforced oaths, and pronounced oracles. When his mother
Rhea, foreseeing what trouble his lust would cause, forbade him to marry,
he angrily threatened to violate her. Though she at once turned into a
serpent, this did not daunt Zeus, who became a male serpent and, twining
about her in an indissoluble knot, made good his threat. It was then that
he began his long series of adventures in love. He fathered the Seasons and
the Three Fates on Themis; the Charites on Eurynome; the Three Muses
on Mnemosyne, with whom he lay for nine nights; and, some say, Persephone,
the Queen of the Underworld, whom his brother Hades forcibly married,
on the nymph Styx. Thus he lacked no power either above or below earth;
and his wife Hera was equal to him in one thing alone: that she could still
bestow the gift of prophecy on any man or beast she pleased.
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The tube uplifts a signal Bud
And then a shouting Flower,—
The Proclamation of the Suns
That sepulture is o’er.

123

At the end of each facsimile, I added an index
that captions each piece with more information
on the plants and the images. This serves to
show multifaceted interpretations of our natural
world. Over the years, many of these plants
have garnered symbolism, mythology, and medicinal importance that eclipses the simple act
of collecting and preserving plant specimens.

Dogwood
Historically, American dogwood was sometimes used for treating
malaria instead of the drug quinine. American dogwood is still
used today as medicine, but not very often.
6
People use American dogwood for headaches, fatigue, fever, and
ongoing diarrhea. It is also used to increase strength, to stimulate
appetite, and as a tonic.

7
8

Some people apply American dogwood directly to the skin for
boils and wounds.
Cactus
Early evidence of the use of cacti includes cave paintings in the
Serra da Capivara in Brazil, and seeds found in ancient middens (waste dumps) in Mexico and Peru, with dates estimated at
12,000–9,000 years ago. Hunter-gatherers likely collected cactus
fruits in the wild and brought them back to their camps.
It is not known when cacti were first cultivated. Opuntias (prickly
pears) were used for a variety of purposes by the Aztecs, whose
empire, lasting from the 14th to the 16th century, had a complex
system of horticulture.

1
2
3

4
5

Emily Dickenson’s Herbarium
Edward Weston, Maguey Cactus, Mexico, American, 1886-1958
Flowering Dogwood, Cornus florida, Locality: Glendale, Spartanburg, South Carolina, United States, Plant type: Tree, Family:
Cornaceae, Habitat: Mesic Forest, Origin: Southeastern U.S. &
Mexico. Herbarium for Glendale Shoals Preserve, Goodall Environmental Studies Center, Wofford College, Glendale, South
Carolina.
David Hurn, U.S.A. Arizona. 1997. USA. Arizona. General. Suguaro
Country Cactus Nursery. 1997.
Herbarium for Glendale Shoals Preserve, Goodall Environmental
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9
10
11
12
13

14

Studies Center, Wofford College, Glendale, South Carolina. Silky
Dogwood, Taxon: Cornus amomum, Locality: Glendale, Spartanburg, South Carolina, United States, Plant type: Shrub, Family:
Cornaceae, Habitat: Bottomland Origin: Southeastern U.S.
Arnold Genthe, Travel views of the American Southwest between
1899 and 1928, Nitrate negatives
Arnold Genthe, Travel views of the American Southwest between
1899 and 1928, Nitrate negatives
Arnold Genthe, Travel views of the American Southwest between
1899 and 1928, Nitrate negatives
Gabriel, after Pierre Joseph Redoute, Dogwood, 1810-13, American botany and botanical art
Pilagá, Thorns Used in Tattooing, Formosa, Laguna De Los Pajaros, Argentina, Thorn, Plant Fiber
Christopher Anderson, USA. Austin, TEXAS. 2010. Agave cactus
Flick, Robert, Sequential Views: SV150A/83 At Joshua (Cholla
Garden), 1983
Grounds. Kousa Dogwood, Ochre Court, View of lower branches of kousa dogwood, Newport, Rhode Island, Newport, Rhode
Island, Latitude: 41.4 N Longitude: 71.3 W, Alt: 30'
Payne & Keefe (original construction), Mitchell College, Alfred
Mitchell Woods, 1931-1932, original construction, New London, CT
Topography: Privately owned park, open to the public; slopes
upwards to Ocean Avenue on the west; much of Mitchell Woods
is wetland; there are areas of open field, but most of the park is
covered with second-growth woodland, primarily oak and maple
hardwoods, and understory trees such as dogwood; rhododendron and mountain laurel are also evident.
Small-scale features: Low lying area behind the field house was
dammed to create a shallow pond formerly used for ice skating;
two baseball fields and tennis courts are located near the Montauk Avenue end of the park; small playground near the park entrance; the major structure is a 1932 field house which contained
the caretaker’s residence and facilities for the public; pavilion of
more recent date is designed to shelter picnic parties; trails laid
out throughout the park, conforming to its geography; benches

Project Name

near the pond and at least one fieldstone barbeque pit.
The original plan of the park was laid out by Payne & Keefe, architects. Its implementation was supervised by Donald G. Mitchell, nephew of Alfred Mitchell. Much of the maintenance of the
park and ongoing construction of rustic bridges and fireplaces
was the responsibility of the resident caretaker. These structures
are, for the most part, no longer extant. The park is 26 acres.
The basic configuration of the park remains the same. Trails are
laid out through the woods to grassy areas. The perimeter of the
pond remains cleared and benches are placed around it. Tennis
courts, baseball fields, and a playground are still maintained
and serve the local community..Alfred Mitchell Woods is an
enclave in one of the most densely populated urban centers in
Connecticut. It was evidently open land in the early 19th century.
Since much of the park area was wetland, it was not desirable to
develop. The Mitchell family apparently allowed reforestation to
occur, and the present woods are second growth. The creation
of a formal park by Annie Tiffany Mitchell in 1931 as a memorial
to her late husband, Alfred, was a philanthropic gesture in the
tradition of the wealthy in the late 19th and early 20th centuries. Continued control of the property was a concern, however,
especially since the family continued to own the adjoining land.
Despite the relatively small size of the park, it has been skillfully
laid out to retain the sense of a natural landscape. The success
with which this has been accomplished belies the fact that the
park is an artifact of both the natural topography and the hand
of the designer and landscaper. A surprising number of bird and
animal species, as well as the occasional deer, are found within
its borders.
15 Grounds. Kousa Dogwood, Ochre Court, View of lower branches of kousa dogwood, Newport, Rhode Island, Newport, Rhode
Island, Latitude: 41.4 N Longitude: 71.3 W, Alt: 30'
16 Payne & Keefe (original construction), Mitchell College, Alfred
Mitchell Woods, 1931-1932, original construction, New London,
CT
17 Adams, Ansel, Dogwood, Yosemite National Park, California, ND.

18 Adams, Ansel, Dogwood Blossoms, Yosemite National Park, 1938
19 After Pierre Joseph Redouté, Cactus Speciosus; plate 3, Description des plantes rares que l’on cultive à Navarre et à Malmaison
par Aimé Bonpland, 1812-17
20 John James Audubon, White Throated Sparrow Fingilla pensylvanica. 1. Male 2. Female Plant Cornus florida — Vulgo DogWood,
1827
21 Superstudio, The Distant Mountain, from "Life, Supersurface,"
1972
22 It’s Dogwood Time At Millcreek Nursery, 1925-1962, Delaware,
New Castle County, Millcreek
23 Julius Kirschner, Children viewing display of Dogwood Tree, Children’s Fair, 1931-12, New York, New York
24 Zandra Rhodes, Three-colour ‘Giant Cactus’ print on silk chiffon
(left); Three-colour ‘Cactus Highway’ print on silk chiffon (right)
25 Unidentified Photographer, Interior of the Aloe and Cactus
House, Kew, 1858, albumen print
26 Mature peyote plants from same root stock being lifted from the
ground
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Flour and Water

Flour and Water
Interactive Google Folders and Book
Fall 2018

Paleolithic to Contemporary
Blinders Revealed

• Dear reader,
To the left is an excerpt of
the essay, Bread. The full text
readily is available online,
and the author of this thesis
highly recommends seeking
it out. It is a quick read and
life altering.

Omnipresent Symbols

This work began from a prompt to create a visual
response to an essay or other piece of writing
that was important to our work. I chose an essay
entitled • Bread by Margaret Atwood. This
essay explores several perspectives of bread
that range from sumptuous to tortuous. My
response was to present a series of questions
and images around bread.

IMAGINE A PIECE of bread. You don’t have to

this take? When will someone come with more
imagine it, it’s right here in the kitchen, on
bread? You think of going out to see if you might
the breadboard, in its plastic bag, lying beside the find something that could be eaten, but outside
bread knife. The bread knife is an old one you
the streets are infested with scavengers and the
picked up at an auction; it has the word BREAD
stink of corpses is everywhere.
carved into the wooden handle. You open the bag,
Should you share the bread or give the whole
pull back the wrapper, cut yourself a slice. You
piece to your sister? Should you eat the piece of
put butter on it, then peanut butter, then honey,
bread yourself? After all, you have a better chance
and you fold it over. Some of the honey runs
of living, you’re stronger. How long does it take
out onto your fingers and you lick it off. It takes
to decide?
you about a minute to eat the bread. This bread
Imagine a prison. There is something you know
happens to be brown, but there is also white bread, that you have not yet told. Those in control of
in the refrigerator, and a heel of the rye you got
the prison know that you know. So do those not
last week, round as a full stomach then, now going in control. If you tell, thirty or forty or a hundred
mouldy. Occasionally you make bread. You think
of your friends, your comrades, will be caught and
of it as something relaxing to do with your hands. will die. If you refuse to tell, tonight will be like
Imagine a famine. Now imagine a piece of
last night. They always choose the night. You don’t
bread. Both of these things are real but you
think about the night however, but about the
happen to be in the same room with only one of
piece of bread they offered you.
them. Put yourself into a different room, that’s
How long does it take? The piece of bread was
what the mind is for. You are now lying on a thin
brown and fresh and reminded you of sunlight
mattress in a hot room. The walls are made of
falling across a wooden floor. It reminded you of a
dried earth, and your sister, who is younger than
bowl, a yellow bowl that was once in your home.
you, is in the room with you. She is starving,
It held apples and pears; it stood on a table you can
her belly is bloated, flies land on her eyes; you brush also remember. It’s not the hunger or the pain
them off with your hand. You have a cloth too,
that is killing you but the absence of the yellow
filthy but damp, and you press it to her lips and
bowl. If you could only hold the bowl in your
forehead. The piece of bread is the bread you’ve
hands, right here, you could withstand anything,
been saving, for days it seems. You are as hungry
you tell yourself. The bread they offered you is
as she is, but not yet as weak. How long does
subversive, it’s treacherous, it does not mean life.
Margaret Atwood, Bread (excerpt)

Rise, v. t. [See Rise, v. i.]
1 To go up; to ascend; to climb; as, to rise a hill.
2 To cause to rise; as, to rise a fish, or cause it to come
to the surface of the water; to rise a ship, or bring it above
the horizon by approaching it; to raise.
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Until we rose the bark we could not pretend to call it a chase.
W. C. Russell.
Webster’s Revised Unabridged Dictionary, 1913
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Think of bread.
Get bread firmly in your mind.
Consider its physical properties.
Get a clear image of this bread in your mind.

Here are three swatches, choose the colour that
is closest to the bread in your mind.

There are three basic ingredients in bread, flour,
water, and yeast. Choose one of these three.

Do you imagine your bread is hot or cold?

Do you imagine your bread is dense or glossy?

You chose yeast.

You chose piping hot.

Choose the image of a glossy interior that is
closest to your visualization.

Choose one of these two that best fits your
perception of yeast.

Choose one of these two that best fits your
perception of hot bread.

• More on the importance of
context and the histories we
bring to the things with which
we encounter can be seen in
my conversation with Jessica
Helfand on pages 54–55.

Open to the tab next to your chosen colour.

The participant was given a link to a Google
drive filled with folders of pdfs alongside
questions and directives. Each pdf led the participant to a folder that contained an image
and another question. After several iterations
of questions and folders, the participant
ends with a work of art that deals with bread
as the subject or concept.

In the process of altering the text, I thought it
was important to present an experience that
emphasized perception. Through considering
the questions and choosing paths, participants become aware of the choices they are
making, as well as the • host of factors that
go into their relationship with something so
simple and quotidian as bread. It also makes
the participant aware of the paths (perceptions)
that are not chosen. This evokes a feeling of
missing out, while reminding the viewer of their
own myopic perspective among a wealth
of other possibilities.

Once you have made your decision, turn to the
tab that corresponds with your image.
André Fougeron
Return from the Market
1953
During the early 1950s, when Return
from the Market was painted,
André Fougeron was at the height
of his career as a realist painter
allied to the French Communist
Party. His style epitomised the
combination of historical reference
and accessible political comment
embodied in Socialist Realism. In
Return from the Market Fougeron’s
wife, Henriette, is shown in the
kitchen of their home in Montrouge,
a working class district of Paris.
She is still wearing her coat, presumably having just returned from
shopping. The loaf, vegetables, and
money within her reach attest to
a simple life, as does the functionalism of the standard tiling of the
floor and sink. Fougeron’s realist
style is here modified through
varied techniques: the extensive use
of the palette knife for the tiling,
and the scumbling across the
patterned tablecloth.
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Think of bread.
Get bread firmly in your mind.
Consider its physical properties.
Get a clear image of this bread in your mind.

Here are three swatches, choose the colour that
is closest to the bread in your mind.

There are three basic ingredients in bread, grain,
water, and yeast. Choose one of these three.

Do you imagine your bread is hot or cold?

Do you imagine your bread is dense or glossy?

You chose grain.

You chose cold.

Choose the image of a dense interior that is
closest to your visualization.

Choose one of these two that best fits your
perception of grain.

Choose one of these two that best fits your
perception of cold bread.

Based on feedback from a workshop, I translated the Google files into a ‘choose your own
path’ book. One of my peers suggested that
it would be interesting to be able to engage
with other perspectives, and this format
seemed like a good alternative to the Google
files. The book is an interactive piece with
images of the same artworks as were included
in the Google doc version. It opens by asking
the reader to consider bread in their mind, to
think of the color and texture, and to firmly
get this image in their minds. From there, they
are asked to choose a path based on three
colors of bread, and the experience continues.

Open to the tab next to your chosen colour.

It is interesting to me that the book limits the
potential perspectives that the reader can
choose to those which I have presented, while
also illustrating that there are many paths that
remain unexplored. This creates a sense of
tension. Overall, the experience of the piece is
completely different than that of the Google
doc. The reader is able to flip through and view
pathways they did not choose, and the weight
of the book is nice as it is about the same
weight as that of a loaf of dense bread.

Once you have made your decision, turn to the
tab that corresponds with your image.
Antony Gormley
Bed
1980-1
Gormley became known for his
casts of his own body. In this
early work a mirror-image of his
recumbent body is delineated
in hollows eaten out of layers made
of 8,640 slices of Mother’s Pride
bread. The final form is suggestive
of the carved pose on medieval
tombs. From a Roman Catholic
background, the artist perhaps
references the ritual of consuming
the body of Christ through the
taking of Communion bread.
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Perceiving Long

Perceiving Long
Box of Cards and Box of Objects
Fall 2018

Distant History, 1979, Contemporary
(Mis)Interpretation

• Shifting symbolism is in every
reference in this book. Some
highlights include the points
around Dutch still life
painting on pages 24—25 and
Yto Barrada’s work on pages
40–43 and 46–48.

Translations

This is two interpretations of conceptual artist
Richard Long’s work A Moved Line in Japan.
Long’s work is filled with intention, as he often
creates lines as vestiges of repeated movements. However, in this work, he presents an
audience with a series of words, placed on
the page in a curved line formation. We are
expected to make the connections from there,
which leaves the work up to interpretation.
A person can imagine the artist walking along
the shore picking up objects and placing them,

only to pick up another object. However, my
idea of an object will be entirely different from
that of any other viewer. This work appears
simple, but is riddled with room for interpretation,
misunderstanding, shifts in meaning, etc. I am
interested in the • varied potential of the read
of the piece, and my work explores this through
two translations.

A Moved Line in Japan
Picking Up Carrying Placing
one thing to another
Along a 35 mile walk
at the edge of the pacific ocean
Shell to Crab
Crab to Feather
Feather to Fish
Fish to Bamboo
Bamboo to Carrot
Carrot to Pine Cone
Pine Cone to Charcoal
Charcoal to Jellyfish
Jellyfish to Stick
Stick to Shell
Shell to shell
Shell to Seaweed
Seaweed to Pebble
Pebble to Dog Skeleton
Dog Skeleton to Stick
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Stick to Mermaid’s Purse
Mermaid’s Purse to Bamboo
Bamboo to Cactus Leaf
Cactus Leaf to Flowers
Flowers to Log
Log to Feather
Feather to Pebble
Pebble to Crow
Crow to Crab
Crab to Pebble
Pebble to the End of the Walk
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• Please refer to the work of
Batia Suter on pages 15–16, 34,
37 and 48. Her entire body of
work revolvs around shifting
symbolisms, both formal and
conceptual. In her words from
an interview online ‘It is
always interesting to bring
a selection out of the book
and blow them up and put them
together in a completely
different way.’
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For one translation, I created a set of cards
that includes several images and potential
understandings of the words presented in
Long’s work. The viewer can choose which
representation fits their idea of the walk, and
they can interact with this to create their
own Richard Long walk. • One card, for example,
presents the same image that can be read
either as feathers or seaweed. Another card
presents a woman wearing makeup and
diamond jewelry, either of which could be
read as charcoal. And another presents a dog
with a stick, that could be read as a stick or
as a dog’s skeleton. Essentially, this explores
the slippery associations we have between
words and imagery.
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The second translation is a series of physical
objects. What is a carrot? And what can fish
be? I created a literal read of these words and
placed them into a box. I am interested in how
this changes the read of the artwork.
The Box’s Contents Include:
Pistachios
The Tail of a Horseshoe Crab
Butterflies
Jar of Sprats
Spoon
Tea Towel Holder
Christmas Tree
Artists Charcoal
Vape Pen
Glow Sticks
Taco Shells
White Shell
Black Pebble
Dog Bone
Lipstick
A Bath Bomb
Tequila
Morning Glory Seeds
Driving Log Book
Rock from the Ocean
Candy
Plastic Crab
Rock from my Walk to Studio
This points out the plethora of interpretations
that exist for any given object. As we move
from one object to the next, its significance
changes and hinges into new directions,
relying on the audience to consider a literal
understanding as well as a metaphorical
comprehension of each item.

• Dear Reader,
The author is conflicted; is
it best to label her perception of each object or to let
the readers determine for
themselves what each object
represents? Ultimately,
she decided to leave it up
to interpretation, much as
R. Long left his list. With
this, the author relinquishes
control to the reader’s
personal act of perception.
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Mot Juste Volumes I and II

Mot Juste Volumes I and II
10 Plates and 10 Social Media Accounts
Fall 2017

Georgian Era says ‘Hello World’
Defining Concepts through Context

• References from this dictio-

Generated Connections among Concepts

We were in Study Hall, when the Headmaster
entered, followed by a new boy dressed in regular
clothes and a school servant carrying a large desk.
Those who were sleeping woke up, and everyone
rose as though taken by surprise while at work.
The Headmaster motioned us to sit down
again; then, turning to the study hall teacher:
“Monsieur Roger,” he said to him in a low voice,
“here is a pupil I am entrusting to your care; he is
entering the fifth. If his work and his conduct are
deserving, he will be moved up to the seniors,
as befits his age.”
Still standing in the corner, behind the door, so
that one could hardly see him, the new boy was a
fellow from the country, about fifteen years old, and
taller than any of us. His hair was cut straight
across the forehead, like a village choirboy’s, his
manner sensible and very ill at ease. Although
he was not broad in the shoulders, his suit jacket of
green cloth with black buttons must have pinched
him around the armholes, and it showed, through
the vents of its cuffs, red wrists accustomed to
being bare. His legs, in blue stockings, emerged
from a pair of yellowish pants pulled tight by
his suspenders. He wore stout shoes, badly shined,
studded with nails.
We began reciting our lessons. He listened to
them, all ears, as attentive as though to a sermon,
not daring even to cross his legs or to lean on his
elbow, and at two o’clock, when the bell rang, the
teacher was obliged to alert him, so that he would
In the truest and primary and most definite sense
of the word, [substance] is that which is neither
predicable of a subject nor present in a subject;
for instance, the individual man or horse.
But in a secondary sense those things are called
substances within which, as species, the
primary substances are included; also those
which, as general, include the species.
Quantity is either discrete or continuous.
Each part of the whole has a relative position
to the other parts: others have within them no such
relation of part to part. Instances of discrete
quantities are number and speech; of continuous,
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nary are used throughout.
• In addition to the Organon,
please see references to
Nicomachean Ethics on pages
12–14, On the Heavens on page
14, and Poetics on page 22.

The starting point for Mot Juste was • Samuel
Johnson’s Dictionary of the English Language
and • Aristotle’s Organon. I was interested
in a few features of the dictionary, including
the printer’s marks on the folios that demarcated
signatures, the missing page in the book,
the irreverent tone of the dictionary, and the
beautiful quotes that Johnson included
with his definitions. Johnson is known for his
heavy-handed definitions, and when this is
accentuated by curated quotes from literature,
the words take on new meanings through this

added context. Interestingly, he no doubt
played an integral role in shaping the English
language. For Mot Juste, this object was then
investigated through the lens of Aristotle’s
Organon which breaks interpretation down
into ten categories — substance, quantity,
relation, quality, place, time, position, state,
action, and affection.

to what sort of part among the rest each was contiguous. Similarly the parts of a plane have
position, for it could similarly be stated what was
the position of each and what sort of parts
were contiguous.
Those conditions, however, which arise from
causes which may easily be rendered ineffective
or speedily removed, are called, not qualities, but
affections: for we are not said to be such virtue
of them. Those, however, which arise from causes
easily rendered ineffective are called affections,
not qualities.

‘Shod,’ ‘armed.’ It is by themselves changing
that substances admit contrary qualities. It is
thus that that which was hot becomes cold, for it
has entered into a different state.
We speak of an action or a process as lengthy,
because the time covered is long; these things
cannot in their own right claim the quantitative
epithet. For instance, should any one explain
how long an action was, his statement would be
made in terms of the time taken, to the effect that
it lasted a year, or something of that sort.

get in line with us. We were in the habit, when we
entered the classroom, of throwing our caps on
the floor, so that our hands would be free; from the
doorsill, we had to hurl them under the bench,
in such a way that they struck the wall, making a
lot of dust; it was the thing to do.
But either because he had not noticed this
maneuver or because he had not dared go along
with it, after the prayer was over, the new boy
was still holding his cap on his knees. It was one
of those head coverings of a composite order, in
which one can recognize components of a busby,
a lancer’s cap, a bowler, an otter-skin cap, and a
cotton nightcap, one of those sorry objects, indeed,
whose mute ugliness has depths of expression, like
the face of an imbecile. Ovoid and stiffened with
whalebones, it began with three circular sausages;
then followed alternately, separated by a red band,
lozenges of velvet and rabbit fur; next came a kind
of bag terminating in a cardboard-lined polygon,
covered with an embroidery in complicated braid,
from which hung, at the end of a long, excessively
slender cord, a little crosspiece of gold threads, by
way of a tassel. It was new; the visor shone.
“Stand up,” said the teacher.
He stood up; his cap fell. The whole class
began to laugh.
Gustave Flaubert, Madame Bovary (excerpt),
translated by Lydia Davis

lines, surfaces, solids, and, besides these, time
and place. Moreover, some quantities are
such that each part of the whole has a relative
position to the other parts
Relative is being either said to be of something else or related to something else,
explained by reference to that other thing. It is
with everything else of this kind. The nature
of which is explained by reference to something
else, the preposition ‘of’ or some other preposition being used to indicate the relation. The parts
of a line bear a relative position to each other,
for each lies somewhere, and it would be possible

to distinguish each. That in virtue of which people
are said to be such and such.
Quality is a term that is used in many senses,
‘habit’ or ‘disposition’. It includes all those terms
which refer to inborn capacity.
Likewise, [place] is a continuous quantity;
for the parts of a solid occupy a certain space,
and these have a common boundary; it follows that
the parts of space also, which are occupied by
the parts of the solid, have the same boundary as
the parts of the solid. A continuous quantity,
for its parts have a common boundary it follows
that the parts of space also, which are occupied

Mot Juste

by the parts of the solid, have the same common
boundary as the parts of the solid. Thus, not
only time, but space also, is a continuous quantity,
for its parts have a common boundary.
[Time]. . .past, present, and future, forms a
continuous whole . . .this [could not] be done in
the case of time, for none of the parts of time has
an abiding existence, and that which does not
abide can hardly have position.
The parts of a line bear a relative position to
each other, for each lies somewhere, and it
would be possible to distinguish each, and to state
the position of each on the plane and to explain

Aristotle, Organon
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Mot Juste Volume I
For this, I started by exploring both Samuel
Johnson’s and Aristotle’s definitions of the ten
words in the Organon. I considered the contexts that Johnson presented and attempted
to use the concepts to interpret the words
themselves. I also considered time and context
to be an important factor as a person in 2018,
the age of the Internet dictionary, exploring
concepts from the fourth century BCE , through
definitions created in 1789. So, I considered
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the literature Johnson presented and what
Aristotle’s concepts mean in contemporary
society. Ultimately for Mot Juste, each plate is
linked through numbering that mimics the
printer’s numbers for the signatures. And each
plate has one side that includes Johnson’s
definition of the words Aristotle used in the
Organon. The other side is a contemporary
example that illustrates the word in use today
with a heavy reference to the Internet and
Online culture.
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• Issues with social media and
identity are discussed in
my interview iwth Jessica
Helfand, see pages 162–163.
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Mot Juste Volume II
Taking leave from Mot Juste Volume I,
Volume II consists of a robust • social media
identity for Samuel Johnson. I created ten
different accounts and linked each account
to one concept of the Organon based on
the interactions the account required. I regularly posted and engaged with the platform
using content either created by Johnson
or created in the spirit of Johnson. The result
meant that people interacted with me
inhabiting the identity of Samuel Johnson.

Action — Tinder
Affection — Twitter
Substance — Linkedin
State — Snapchat
Time — Facebook
Quality — Gmail
Position — Pinterest
Quantity — Google+
Place — Tumblr
Relation — Instagram
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Edna Pontellier’s Selfie

Edna Pontellier’s Selfie
Instagram Account with Posts
Spring 2018

The Age of Immigration
Fragmentation of Self

• See pages 106–107 for a discussion with Jessica Helfand
on the relationships between
word and images. See also
pages 186–189 for Hubris Act,
a project that investigates
this idea from a variety of
different perspectives.

Personal Mythologies

Some people are born with a vital and responsive
energy. It not only enables them to keep abreast
of the times; it qualifies them to furnish in their
own personality a good bit of the motive power
to the mad pace. They are fortunate beings. They
do not need to apprehend the significance of
things. They do not grow weary nor miss step, nor
do they fall out of rank and sink by the wayside
to be left contemplating the moving procession.
Ah! that moving procession that has left me
by the road-side! Its fantastic colors are more
brilliant and beautiful than the sun on the undulating waters. What matter if souls and bodies
are failing beneath the feet of the ever-pressing
multitude! It moves with the majestic rhythm
of the spheres. Its discordant clashes sweep upward
in one harmonious tone that blends with the music
of other worlds — to complete God’s orchestra.

To Conte’x: v. n. [contexo, Lat.]
1 To weave together; to unit by interposition of
parts. This word is not in use.
Nature may contex a plant, though that be a
perfectly mixed concrete, without having all the
elements previously presented to her to compound it of. Boyle
The fluid body of quicksilver is contexed with the
salts it carries up in sublimation. Boyle.

Ed.na Pontellier’s Selfie looks at self-imposed
fragmentation of self and shifting narratives
through • image and word relationships.

In Selfies without Self, Rob Horning quotes
Brian Droitcour:
Producing a reflection of your image in
Instagram always involves an awareness of
the presence of others, the knowledge that
your selfie is flaking and refracting in their
phones. Labeling this reflection # selfie tacitly
recognizes the horizontal proliferation of
reflections, the dissolution of personhood in
the network. The real narcissists are the
ones who never take selfies. They imagine
their self as autonomous, hermetic — too
precious to be shared.

It is greater than the stars — that moving
procession of human energy; greater than the
palpitating earth and the things growing thereon.
Oh! I could weep at being left by the wayside;
left with the grass and the clouds and a few dumb
animals. True, I feel at home in the society of
these symbols of life’s immutability. In the procession I should feel the crushing feet, the clashing
discords, the ruthless hands and stifling breath.
I could not hear the rhythm of the march.
Salve! ye dumb hearts. Let us be still and wait
by the roadside.
Kate Chopin, A Reflection

Conte’xt. Adj. [from contex.]
1 Knit together.
Hollow and thin, for lightness, but withal context,
and firm for strength. Derham, Physico-Theology
Samuel Johnson,
The Dictionary of the English Language

Co’ntext. n. [contextus, Latin.]
1 The general series of a discourse; the parts of
the discourse that precede and follow the
sentence quoted.
That chapter is really a representation of one,
which bath only the knowledge, not practice of his
duty; as is manifest from the context. Hammond,
On Fundamentals
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This project takes this quote as a starting point,
as it is a selection of images from my Instagram
account that I reposted under the alias Ed.na
Pontellier. Edna Pontellier is the protagonist in
Kate Chopin’s The Awakening. The Awakening
was one of the first books to consider women’s
issues as a legitimate topic for discourse, and
in it the plot centers around Edna’s struggle
between southern expectations and views of
women, in opposition to her own views.
For each post in this piece, I captioned
my Instagram image with a line or two from
Chopin’s book. These were posted in sequential
order so a follower would read the full story
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with an illustration. In this work, fragmentation
of self is explored through the re-appropriation
of my own images, captioning, and storytelling
through the lens of another author. The images
lose their original context, and their meaning,
and take on a new concept based on the story
provided. Likewise, I relinquish ownership of
the images and this is passed along to a madeup character with a false Instagram account.
My self is fragmented in multiple ways, while I
also have full control over the images, as well
as the content associated with them.
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I Want to Understand Film

I Want to Understand Film
700-page Book
Fall 2018

Time as a Tool
Translation
Variables Controlled Through Familiar Means

This book is the manifestation of a semesterlong inquiry into film. I set out to learn about
film using a book from the library, Space, Light,
Time, and Sound, by Lincoln F. Johnson. I
chose the book for its design, simplicity, and
matter of fact explanation of film. For each
chapter, I set out to understand the premise
that Johnson was illustrating. I looked for the
most basic notion of the concept, and then
used my tools as a graphic designer to
re-present the idea.

hundred years: also that when it observes its life
to be coming to an end, it makes coffin for itself
of its reddish purple colour (phoeniceus). It is
of frankincense and myrrh and other spices, into
unique: it is unparalleled in the whole world. It
which its life being over, it enters and dies.
lives beyond five hundred years.
From the liquid of its body a worm emerges,
When It notices that it is growing old, it builds
and this gradually grows to maturity, until, in the
itself a funeral pyre, after collecting some spice
branches, and on this, turning its body toward the appointed cycle of time, the Phoenix itself assumes
the oarage of its wings, and there it is again its
rays of the sun and flapping its wings, it sets fire
previous species and form!
to itself of its own accord until it burns itself up.
The symbolism of this bird therefore teaches
Then verily, on the ninth day afterward, it rises
us to believe in the resurrection.
from its own ashes!
This bird, without anybody to explain things
Now Our Lord Jesus Christ exhibits the characto it, without even the power of reason, goes
ter of this bird, who says: ‘I have the power to
through the very facts of the resurrection—and
lay down my life and to take it up again.’ If the
Phoenix has the power to die and rise again, why, that, in spite of the fact that birds exist for the
good of men, not for birds. Let it be an example
silly man, are you scandalized at the word of
God — who is the true Son of God — when he says to us, therefore, that the author and creator of
mere birds did not arrange for his hoy ones to be
that he came down from heaven for men and
for our salvation, and who filled his wings with the destroyed for ever, but wishes the seed to be
renewed by rising again.
odours of sweetness from the New and Old
Testaments, and who offered himself on the altar
T.H. White, The Book of Beasts, Being a
of the cross to suffer for us and on the third
Translation from a Latin Bestiary of the
day rise again?
Twelfth Century, pp. 125–7.
We repeated that the Phoenix is a bird which
is stated to pass its time in the regions of Arabia,
and that in length of age reaches even unto five
FENIX the Bird of Arabia is called this because

• See pages 18 and 42–47 for more
information on bestiaries. These
were made to help people understand how to live moral lives in
accordance with God’s law.
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In many instances, the result was satirical, while
in others the translation was more earnest.
I tried to become a filmmaker by dressing like
the greats — Stanley Kubrick, Sofia Coppola,
and Alfred Hitchcock; famous scenes from films
are overlaid with book design structures;
masking is illustrated through cut outs; character
movements are mapped out using line and
shapes, etc. The task of using book design as
a tool kit to explain something fairly unfamiliar
was an interesting method for learning and presenting information. It drastically changes the
reader’s perspective of both books and film,
presenting something this neither a book about
film nor how to make film, but rather attempts
to capture the essence of various tools in
a filmmaker’s repertoire by frankly translating
the tools of a book designer.

Jurassic Park
1993
Directed by Steven Spielberg
The tyrannosaurus was acknowledged by Spielberg as
“the star of the movie.” The T. rex chasing a Jeep, a
scene that took two months to finish. The dinosaur is
depicted with a vision system based on movement,
though later studies indicated the T. rex had binocular
vision comparable to a bird of prey. Its roar is a baby
elephant mixed with a tiger and an alligator, and its
breath is a whale’s blow

In the upper left two spreads, I diagrammed
the movements of the characters in iconic
scenes from movies. On the left is the Jurassic
Park (1993) scene in which the T-rex attacks
breaks out, and on the right is the scene from
The Graduate (1967) in which Mrs. Robinson
seduces Ben Braddock. Below left are scenes
from Wes Anderson’s The Grand Budapest
Hotel (2014) and John Hughes’s The Breakfast
Club (1985) with Tschicold’s book structure
laid over them. Directly below are four
investigations in which I explored Philip Glass’s
Geometry of Circles using vector drawings.

The Graduate
1967
Benjamin Braddock, aged twenty-one, has earned his
bachelor’s degree from Williams College and has
returned home to a party celebrating his graduation at
his parents’ house in Pasadena, California. Benjamin,
visibly uncomfortable as his parents deliver accolades
and neighborhood friends ask him about his future
plans, evades those who try to congratulate him. Mrs.
Robinson, the neglected wife of his father’s law partner,
insists that he drive her home. Benjamin is coerced
inside to have a drink and Mrs. Robinson attempts to
seduce him. She invites him up to her daughter Elaine’s
room to see her portrait and then enters the room
naked, making it clear that she is available to him.

T-Rex

Lex
Tim
Tim
Gennaro Lex

Malcom
Grant

Malcom
T-Rex
Gennaro
Ben Braddock Mrs. Robinson

The Grand Budapest Hotel (2014)
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The Breakfast Club (1985)
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5–7–5

5–7–5
Book
Wintersession 2017

Passage of Time as a Constraint
Seasonal Commonality

• Ryan Gander uses a similar
mode of working in Loose
Associations, see pages 16
and 38.

Logically Following Narratives

This is a book of visual haiku. Haiku are nuanced
and governed by a set of fixed rules, so I used
those rules as constraints for design. Haiku require a change in topic or a narrative shift,
coherence to numbered sounds (5–7–5), a
seasonal reference because the haiku masters
believed the passage of time was common
to all people and this makes the haiku relevant
to everyone, and they must fall under one
of five types — romance, self-portraiture, daily
life, human warmth, and recording sensation.
This work uses images pulled from the Internet
to fulfill this set of requirements, but the rules
for ‘reading’ the haiku change in each poem.
Each poem hinges on the fact that images have

multiple “reads.” • As the reader engages with
an image, they are brought into it under
one concept, then the context of the images
on either side forces that image to shift and
to inhabit two meanings at once. An image of
Richard Nixon giving a double peace sign is
both four and an illustration of corrupt power.
Or Beyonce is treated as part of both Destiny’s
Child and Charlie’s Angels, and as a result
she is linked to famous Virgos, as well as the
Holy Trinity.
The book is split into seasons, which are
illustrated by colour, and each spread includes
one poem. The poems are explained in the
back of the book with an indexical listing of
images. The topics of the poems relate to
various topics including popular culture in the
80s, 90s, and 00s, politics, and art.

Affinity
We feel an affinity with a certain thinker because
we agree him; or because he shows us what we
were already thinking; or because he shows us in
a more articulate form what we were already
thinking; or because he shows us what we were
on the point of thinking or what we would sooner
or later have thought; or what we would have
through much later if we hadn’t read it now or
what we would have been likely to think but never
would have thought if we hadn’t read it now;
or what we would have liked to think but never
would have thought if we hadn’t read it now.
Lydia Davis, The Collection of Short Stories,
p. 310
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In this haiku the logic follows a thread of war in
modern America. It starts with Dr Strangelove,
a political satire that explores the Cold War
conflict between the USSR and America. When
President Truman ordered the atomic weapons
to be dropped on Nagasaki and Hiroshima, it
effectively ended WWII and began the Cold War.
The bombs are pictured to the right, Fat Man
and Little Boy. Nixon’s policies included significant steps to peace between America and
the Soviet Union, until the 1990s when the Cold
War ended, leaving the America as the sole
Super Power.

seven-person crew who flew Enola Gay, the
aircraft that dropped Little Boy on Hiroshima
(1–7); and in line three Richard Nixon is
showing his characteristic double peace sign
(1–4) and the one super power, America,
highlighted on a map (5).

This starts with the Jackson five; it then moves
to Smooth Criminal by Michael Jackson,
the star from the group of siblings. The link
continues with Fiona Apple’s Criminal, a
song from the 90s, and moves onto the Apple
IIc, which was released in 1984 as one of
the first personal computers. The link between
artificial intelligence is used to bring in Johnny 5,
the robot from the 1986 film who becomes
human-like after being struck by lightening.

The corresponding images include — line one
is Peter Sellers in character as President
Merkin Muffley (1), as Captain Lionel Mandrake
(2) as Dr. Strangelove (3), and the bombs
Fat Man and Little Boy (4 and 5); line two is the
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On Humanism
Excerpt from an interview with Jessica Helfand

 ngela Torchio I was thinking about the
A
fact that sometimes it seems like design
really captures the anxiety of a time and
sometimes it doesn’t. Do you think
these things like social media are really
capturing the taste of the times or are
they just like this is what we want to put
forth? Is the best foot being put forward?

Jessica Helfand One of the reasons I have such
an antipathy toward social media is precisely
because of what you said. For example, I wrote an
essay really early on about the fact that in email
we all speak the same language because we all
write in the same typeface. The templatization of
social media makes the tone of expression
completely homogenized. Emojis make everything
homogenized; hashtags make everything homogenized. How do you actually differentiate voice
when the platform by its very nature is so similar?
Then we get into words like ‘hacking’
which is a word I hate. I have a glossary of words
[like this], there are so many of them. Circle
back. I think the words themselves are a way to
get buy-in from another person because the
patois is so saturated. They are ingrained in the
way we speak, but they’re meaningless. It seems
very unfortunate.
The very nature of Twitter, for example, is
also like this. Yes, you can say what you want or
post a picture, but everyone’s twitter page looks the
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same. The template is an idea. It is a tricky one.
Then you get people who make posters by hand
about the latest Trump debacle. So we start to see
people’s handmade posters, and I think in some
ways when you look back, there’s something so trenchant and moving about the things we made
when we had fewer assets. They had to be in some
ways more powerful, I think.
In Can Graphic Design Make You Cry? I
wrote about this poster from the First World War.
There had been a terrible accident off the coast, a
boat had sunk, and the poster just said Enlist.
There’s a picture of this woman hugging her baby.
The baby is maybe three months old. In the poster,
they’re locked in his death embrace. Literally, it is
just a picture of this woman and her baby under
water, and it says the word enlist. How can you not
tear up at the very thought of this? There’s nothing
to the poster. The typeface wasn’t just the ‘right
typeface’ or the colors weren’t just the ‘right colors.’
It’s just that it was such a powerful thing.
I think sometimes when you watch an old
movie or see an old photograph, they become
really powerful because they are not trying. They
are just anecdotally meaningful because they
really happened.
This isn’t to say social media can’t be
powerful, but there’s a sort of blanketed sameness
to the world that we inhabit and communicate
in. All these video chats and Slack . . .I wrote about

Project Name

this a little bit, it is what I call Indexical Authority.
Graphic design can confer false authority
because it makes everything look more expensive
and more legitimate. This is a problem. It is an
inherent problem that we can make something look
cool, and people spend more money on it. Or we
can make things look serious, and it’s not serious;
we can fake things. We should fix this.
I am not talking about fake Instagrams.
I am talking about graphic design really wrestling
things into a place it shouldn’t. I think it’s
important. We wonder, what is our contribution
if everything looks so much the same? Should we
make things look different? I don’t know. Is
making things look different enough? I think this
is the big philosophical problem I have.

Fred Spear, Enlist, 1915, image taken from Can
Graphic Design Make You Cry? on the Design
Observer website
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Part III
Becoming
Deleuze
Contemporary and Future
Repetition, Restraint, Differentiation

Scroll Play
752–A
Sheared
Moiré Colour
Hubris Act
Machine Error
This is an 8' Poster
For the Love of Warde

1 Modified Repetition, 1943
Josef Albers
Oil on masonite

5 Crosses, c.1982
Andy Warhol
Graphite on paper

9 Snake, 1974
Yayoi Kusama
Mixed media

13 Keystone View Company, [n.d.]
Arrested Laughter in the Distorting
Mirror

2 Audrey Hepburn, ca. 1952
Erwin Blumenfeld
Photograph

6 Stacked Tables, 1949
Ellsworth Kelly
Pencil on paper

3 Montevideo: Shopping Center:
upper level of the northern lateral
wall, 1984–5 Eladio Dieste
Latin America
Gómez Platero-López Rey

7 Telephones, 1995
Christian Marclay
Video
7 minutes, 30 seconds

10 A–Z Personal Uniform,
1991–2002
Andrea Zittel
Thirty-nine uniforms of various
fabrics
Installation view, A–Z Uniforms
1991–2002, Andrea Rosen Gallery,
New York, 2004

14 Salto: Turlit Bus Terminal:
buses sheltered by the long
cantilevers, 1980
Eladio Dieste
Collaborator, Architect Nestor
Minutti

4 Repetition & Continuity, 2001
Tadaaki Kuwayama
Exhibited at Folin/Riva Gallery,
Spring 2001
Photography Larry Qualls
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8 Anhedonia, 1989
Ida Applebroog,
Oil on canvas
From the exhibition “Nostrums”
at Ronald Feldman Fine Arts

11 Deutsche Bucherei Leipzig IX,
1997
Candida Höfer
C-print
12 Virage Bleu, ca. 1944
Erwin Blumenfeld
This photograph is the result of
adding blue to a black-and-white,
solarized photograph

15 Velvet Beach, 1984–1985
Richard Prince
Ektacolor photograph
16 Keystone View Company
“Superman” or the “Tree of Eyes”,
[n.d.]

17 Drawing Saturn, 1982
Vija Celmins
Graphite on acrylic ground on
paper
18 Big Red Spiral, 1992
Fred Tomaselli
Hemp, acrylic, and resin on wood
panel
19 Untitled (Battered Cubes), 1965
Robert Morris
Painted plywood, four units
20 A–Z Personal Panel Uniform,
1995–1998
Andrea Zittel
Seven uniforms of various fabrics

21 Statue, ca. II.
Sculpture.
Roman Period, North Africa
The Classical World, Greco-Roman
Era
22 Alliance, 1982
Vija Celmins
Drypoint, mezzotint and aquatint
Publisher and printer, Gemini
G.E.L., Los Angeles. Edition: 4
23 Untitled (U-Channels), 1969
Robert Morris
Expanded aluminum mesh, ten units
24 Reflections of Trees in the Seine,
1949
Ellsworth Kelly
Ink on paper

25 Untitled, 1970
Cy Twombly
Pencil, plywood, color pencil, wax
crayon, scotch tape, ink stamp
26 Domestic I.D., IV, 1992
Willie Cole
Print
Iron scorch and pencil on paper
mounted in recycled painted-wood
window frame
27 Gilroy, 1967
Lewis Baltz
28 A–Z Sprawl #1, 2001
Andrea Zittel
Gouache and ink on paper

29 Memory Ware Flat #42, 2003
Mike Kelley
Mixed media on wood panel
“The Memory Ware Flats are
composed of various decorative
materials (such as buttons, beads,
and costume jewelry) set in a
neutral gray grout.”
30 VB52, 2003–2004
Vanessa Beecroft
Performance
31 Ovarina, ca. 1930s
Pere Català Pic
Gelatin silver print
32 The Burning of Heaven and
Earth (spiegel menschlicher
behaltnuss) Mirror of Human
Salvation, c. 1481
Anonymous Artists
The Illustrated Bartsch Vol. 83
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Scroll Play
Two 33'-long Scrolls
Spring 2018

Era of Machines
Repeated Content Generation

• The importance of Beckett’s
one act play entitled Play
is discussed on pages 18–21.

Repetition Glitches

Matthew Barney’s ‘Drawing Restraint’ series
(1987–ongoing) may be best understood as ‘an
endless loop between desire and discipline’,
a characterization that comes from the artist
himself. Barney’s early works functioned as
systems designed to ‘defeat’ the challenges of
drawing: thus the restrictive harnesses and
ramps of Drawing Restraint 1 (1987), which left
the artist stretching or groping to set pencil to
paper. With 17 subsequent videos delineating
evermore elaborate contests of physical strength
and psychological willpower against resistance
at turns physical, sexual, architectural, cultural,
oceanic or spiritual, the series resembles the
endless tragicomic trials of a Greek demigod,
or its most contemporary incarnation, the
athlete. Barney often likens his actions to those
of a competitor who uses resistance training
in order to build up muscle groups. In a 1990 text
titled ‘Notes on Athleticism,’ the artist describes
this hypertrophic process, concluding: ‘the athlete
is the artist’. Barney’s use of jock-ish metaphors
can get overplayed, but such tropes point to the
fact that the body and its tribulations are central

Scroll Play consists of two scrolls, each 33'
long, that were drawn using a Roland
Pen Plotter. They were inspired by Samuel
Beckett’s • Play and the idea of breaking
a machine. In spite of using the same file, pens,
and machine, differences and glitches begin
to emerge along the 33 feet.

to his practice — and that his thoroughly
Postmodern work furthers one of the oldest
art-historical traditions: figuration.
Nevertheless, it is difficult to digest the curatorial conceit girding ‘Matthew Barney: Prayer
Sheet with the Wound and the Nail’, which surveys
the ‘Drawing Restraint’ archive. Here the body
takes centre stage, yet the body is not only Barney’s
but that of Christ as well. Perhaps inspired by the
treasure trove of northern Switzerland’s medieval
Christian art, guest curator Neville Wakefield
chose to place the ‘Drawing Restraint’ series —
with its myriad videos, drawings, objects, vitrines
and installations — in conversation with works
of Christian iconography. Describing his motives
in the catalogue, Wakefield writes: ‘[I]n much
the same way as the art of the Middle Ages drew
a landscape of spiritual inference from the
body of the Saviour, so Barney has used his own
body [. . .] to draw out a secular theology of
artistic creation.’
Matthew Barney, Quinn Latimer, 01 Sept 2010,
Frieze Magazine, online

Rep`e*ti’tion, n. [L. repetitio: cf. F. répétition.
Repeat.]
1 The act of repeating; a doing or saying again;
iteration.
I need not be barren of accusations; he hath
faults, with surplus to tire in repetition. Shak.
2 Recital from memory; rehearsal.
3 (Mus.) The act of repeating, singing, or
playing, the same piece or part a second time;
reiteration of a note.
4 (Rhet.) Reiteration, or repeating the same
word, or the same sense in different words,
for the purpose of making a deeper impression
on the audience.
5 (Astron. & Surv.) The measurement of an
angle by successive observations with a
repeating instrument.
Syn. — Iteration; rehearsal.
Webster’s Revised Unabridged Dictionary, 1913
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• Theory around repetition
as a mode of creation can
be accessed on pages 18–22
and 172.
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We tend to think • repetition creates perfection,
but it ultimately breaks down, revealing
imperfections in the system. In this time-based
exploration of repetition, the errors and
discreet changes are amplified in the output
of the pen plotter. The more marks, the more
evident the errors become; shifts from the
motion of the machine, changes in ink quality,
slight paper adjustments, and other factors
make deviations increasingly obvious. The line
quality is also interesting. The shapes are
perfect, based on vector drawings. But the
medium of pen and paper, when mixed
with the inherent breakdown from repetition,
illustrates flaws and gives the pieces a
more human character. The oscillation between
mechanized and humanistic textures creates
an interesting conversation.
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752–A
752-page Book, Video, and Poster
Wintersession 2017

1927
Imperceptible Change

• Please refer to the beginning

Small Moves to a Larger Understanding

Aristotle says: there is a difference which is at once
the greatest and the most perfect, megiste and
teleios. Difference in general is distinguished from
diversity or otherness. For two terms differ when
they are other, not in themselves, but in something
else; thus when they also agree in something else:
in genus when they are differences in species, in
species for differences in number, or even ‘in being,
according to the analogy’ for differences in genus.
Under these conditions, what is the greatest
difference? The greatest difference is always an
opposition, but of all the forms of opposition,
which is the most perfect, the most complete, that
which ‘agrees’ best? Related terms belong to
one another; contradiction already belongs to a
subject, but only in order to make its subsistence impossible and to qualify the change by which
it begins or ceases to be; privation again expresses
a determinate incapacity on behalf of an existing
subject. Contrariety alone expresses the capacity of a subject to bear opposites while remaining
substantially the same (in matter or in genus).
Under what conditions, however, does contrariety
impart its perfection to difference? So long as
we consider the concrete being with respect to its
matter, the contrarieties which affect it are
corporeal modifications which give us only the
empirical, accidental concept of a still extrinsic

Differentiation
Dif`fer*en`ti*a”tion (?), n.
1 The act of differentiating.
Further investigation of the Sanskrit may lead to
differentiation of the meaning of such of these
roots as are real roots. J. Peile.
2 (Logic) The act of distinguishing or describing
a thing, by giving its different, or specific
difference; exact definition or determination.
3 (Biol.) The gradual formation or production of
organs or parts by a process of evolution or
development, as when the seed develops the root
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of the introductory essay
for an explanation of how this
connects to Aristotle’s cosmography, starting on page 12.

This book is a study in repetition based on
French Philosopher’s Gilles Deleuze’s work in
• On Difference and Repetition and my
interest in repetition as a mode of generation.
For the book, each page includes one Futura
letter A and in each subsequent page it
increases by 1 point. Thus, the size increase is
imperceptible when looking page by page,
but eventually, the change becomes evident
when looking at many pages. There are
752 A’s in this book.

Additionally, I created a video using 2,000 letter
A’s in which the form slowly grows and
recedes, as well as a series of large-scale
posters with all 752 A’s. The experience of
repetition is different for each medium. In the
posters, the change is clear and can be
understood quickly. Whereas the video creates
unease because it is nearly impossible to
tell if it is changing. The book’s weight and craft
help the viewer take the time to interact with
the piece and to enjoy the slow transition from
the two extremes. In each iteration, context
is integral to understanding the form and the
change that occurs through repetition of
minute adjustments.

difference [extra quidditatem]. Accidents may be
separable from the subject, as ‘white’ and ‘black’
are from ‘roan’; or inseparable, as ‘male’ and ‘female’
are from ‘animal’: accordingly, the difference
will be called either communis or propria, but in
so far as it pertains to matter, it will always be
accidental. Thus, only a contrariety in the essence
or in the form gives us the concept of a difference
that is itself essential [differentia essentialis aut
propriissima]. Contraries in this case are modifications which affect a subject with respect to its
genus. Genera are in effect divided by differences
in essence which take the form of contraries,
such as ‘with feet’ and ‘with wings’. In short, contrariety in the genus is the perfect and maximal
difference, and contrariety in the genus is specific
difference. Above and below that, difference
tends to become simple otherness and almost to
escape the identity of the concept: generic
difference is too large, being established between
uncombinable objects which do not enter into
relations of contrariety; while individual
difference is too small, being between indivisible
objects which have no contrariety either.
Gilles Deleuze, On Difference and Repetition,
pp. 30–1

and the stem, the initial stem develops the leaf,
• Dear Reader,
branches, and flower buds; or in animal life,
At this point, the author
when the germ evolves the digestive and other
feels the need to stress the
organs and members, or when the animals as
relationship between work
they advance in organization acquire special
done by hand contrasted with
organs for specific purposes.
that of a machine. These
4 (Metaph.) The supposed act or tendency in
intersections are interesting
being of every kind, whether organic or inorganic, to her. Further, the fourth
to assume or produce a more complex structure
definition to the left, speaks
or functions.
of a tendency to assume more
Webster’s Revised Unabridged Dictionary, 1913

complex structures. Obsessively
she wonders, is this hubris
or is this evolution?
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Sheared

Mid-20th Century
Sense of Anxiety
Constraint and Value

THE MADNESS of an autumn prairie cold front

hours that the Lamberts no longer heard the
coming through. You could feel it: something
message of “bell ringing” but, as with any sound
terrible was going to happen. The sun low in the sky, that continues for so long that you have the
a minor light, a cooling star. Gust after gust of
leisure to learn its component sounds (as with any
disorder. Trees restless, temperatures falling, the
word you stare at until it resolves itself into a
whole northern religion of things coming to
string of dead letters), instead heard a clapper rapidan end. No children in the yards here. Shadows
ly striking a metallic resonator, not a pure tone
lengthened on yellowing zoysia. Red oaks and pin but a granular sequence of percussions with a
oaks and swamp white oaks rained acorns on
keening overlay of overtones; ringing for so many
houses with no mortgage. Storm windows shuddays that it simply blended into the background
dered in the empty bedrooms. And the drone
except at certain early-morning hours when one
and hiccup of a clothes dryer, the nasal contention or the other of them awoke in a sweat and realized
of a leaf blower, the ripening of local apples in
that a bell had been ringing in their heads for as
a paper bag, the smell of the gasoline with which
long as they could remember; ringing for so many
Alfred Lambert had cleaned the paintbrush from months that the sound had given way to a kind
his morning painting of the wicker love seat.
of metasound whose rise and fall was not the beatThree in the afternoon was a time of danger in ing of compression waves but the much, much
these gerontocratic suburbs of St. Jude. Alfred
slower waxing and waning of their consciousness
had awakened in the great blue chair in which he’d of the sound. Which consciousness was particularly
been sleeping since lunch. He’d had his nap and
acute when the weather itself was in an anxious
there would be no local news until five o’clock. Two mood. Then Enid and Alfred — she on her knees
empty hours were a sinus in which infections bred. in the dining room opening drawers, he in
He struggled to his feet and stood by the Ping-Pong the basement surveying the disastrous Ping-Pong
table, listening in vain for Enid.
table — each felt near to exploding with anxiety.
Ringing throughout the house was an alarm
Jonathan Franzen, The Corrections, (introductory
bell that no one but Alfred and Enid could hear
paragraphs)
directly. It was the alarm bell of anxiety. It was like
one of those big cast-iron dishes with an electric
clapper that send schoolchildren into the street in
fire drills. By now it had been ringing for so many
Sheared
4 Posters
Wintersession 2017
Continuing from the previous project, I
conducted the same process on squares, only
I shifted the shear minutely. The initial shift
is evident as the 90º angles break. After this,
the change cascades down the image. Like
the examples with the A’s, • repetition makes
the change clear.
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Moiré Colour

Moiré Colour
Book
Wintersession 2017

A Measure
Repetitive Differences

This piece makes use of interactions between
technologies. I created a black and white
page in InDesign and photographed that page
on my monitor with my cell phone. Then, I
dropped the new image into the InDesign file,
and repeated the process. Gradually, the
moiré patterns from the screen morphed the
forms, and this generative approach changed
the image from a flat, black and white image
to a colourful and motion-filled form.

Human / Machine Interactions

we then invest with meaning-content. Now, each
Nonfigurative art brings to an end the ancient
time we increase the level on the meaning-content
culture of art. The culture of particular form
invested in our mark, we raise its power. This
is approaching its end. The culture of relations
process repeated over and over again will result in
has begun.
the power of a hierarchy of meanings becoming
—Piet Mondrian
intimately connected to the mark.
The dichotomies of figure-ground, positiveWhat we have witnessed in this history of modern negative, thing-nonthing, meaningful-meaningless
art is the destructuring of meaning. (Keep in
will even come to determine what is seen and
mind, meaning in objective thought is assigned
unseen as well as real and unreal. Our perception
collectively, in retrospect, as a measure of the
in the world, once it has become thus structured,
effects of our ideas or actions—and not as a
simply omits or habituates out (ignores) that which
measure of the ideas or actions per se. It is always is deemed to have no value. Once this principle
therefore sort of functionalized historical
of abstraction is established, we can carry over its
summary.) Here in the “desert” we are confronted logic to apply more generally. For example, the
with the bare bones of our pictorial logic and
painting’s frame now acts as a container, its edges
how that logic has structured our perception in
literally defining perceptual boundaries between
the world. Here we also find the openness to
what is to be seen and what isn’t. If it should
look again.
strike you as curious that I use the word ‘abstraction’
In the pictorial, objective world view, as artists to apply here at the very base of pictorial logic,
we invest our mark(s) with meanings. In the
I might note that it strikes me as equally curious
beginning they simply acquire this “meaning” by
that we’ve come to use the word to describe its
virtue of their being intended, as against being
opposite in non-objective art. But the answer to
accidental or found. This “meaning” has the effect this riddle is fairly simple. Over time, we’ve
of raising the mark out of, above, its incidental
become so convinced by our pictorial logic as to
surrounding, thereby establishing the fundamental see in it the measure of reality. So much so
figure-and-ground relationship: In objective
that when modern art moved away from its pictorthought we compound this basic relationship to
ialness, it could only be seen as an abstraction
act in terms of a positive and a negative
from this standard of reality, thereby creating a
(“particular form” and the space around it) by
second-generation use of the word.
raising the level of meaning invested in the mark.
Robert Irwin, Notes Toward a Conditional Art,
In art we further transpose this mark so that
pp. 208–9
it becomes the more complex “image form” (this
“figuration” is a representation of something,
in absentia, previously known otherwise) which
QUALITIES
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Eventually, I learned to control the shapes and
colour using perspective and carefully
choosing the lighting in which I was working.
This generative process through repetition
recalls concepts of creation through restraint
and the additive process that comes from
repeated motions.
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Hubris Act

• Hubris Act
Interactive Print and Laser Cut Piece
Spring 2018

Post-Modernism
New Mythologies

• Hubris is key to creating a
cosmography. For other
examples, see the work of
Ashlar Masons and Matthew
Barney on pages 14, 34, and 36.
•C
 hange from context is integral
to the work of artists Gregor
Schneider and David. They both
rely on displaced and uncanny
context for the content of
their work. See pages 22–23.

Excessive Pride

For this piece, I explored the changing symbols
of images through context and captioning.
Using Instagram images from three particularly
hubristic • people — ballet dancer, David
Hallberg; artist, Richard Serra; and architect,
Zaha Hadid — I made a book that juxtaposes
their images with the work of Samuel Beckett.
I printed two copies of each word and image
combination and then bound the images
alongside one another. • This way, a reader can
flip to any pair of images and lines of text,
which creates new relationships and concepts,
and it decontextualises the person who posted

the image originally. This way, a building
becomes a beautiful form next to steel form,
or a steel curve is a anchor next to body
in flight, and each is situated with words that
are entirely distinct from either. They all take
on a new life of their own and tell new stories.

He smiled. “That’s not difficult. I have a very good
She smiled at Fosca. “Do you know what you
memory.” His face darkened again.
ought to do?” she said, “You ought to write
“Much too good.”
your memoirs. It would make a remarkable book.”
She nervously squeezed his hand. He spoke
“There are more than enough books as it is,”
and she answered, as if everything they were
he objected.
saying were true. If it’s true, he’ll remember me
“But this one would be completely different
forever. If it’s true, I’m loved by an immortal
from all the others.” She leaned toward him.
man! Her eyes surveyed the room. An ordinary
“Didn’t you ever try to write?”
crowd; mysteryless men. But did she not always
He smiled. “I did some writing in the asylum.
know she was different? Did she not always feel
In fact, I spent about twenty years writing.”
herself a stranger among the rest, reserved for
“You must let me read it.” “I tore it all up.”
a destiny that was not theirs? Ever since she was a “Why? It might have been very good.”
child, there was something special, something
He laughed. “I wrote for twenty years and
unique about her. She looked at Fosca. It’s he. He’s then one day I realized that it was always the
my destiny. From the depths of time he came to
same book.”
me, and he’ll bear me in his memory until the end
“But now you’re a different man,” she said
of time. Her heart pounded heavily. And if it’s
with conviction.
all a lie? She studied Fosca’s hand, his neck, his
Simone de Beauvoir, All Men are Mortal, p. 35
face, and she thought irately, Am I like they?
Must I have absolute proof? He had said, “Dare!
Dare!” and she wanted to take the dare. If it
were an illusion, a dream, there was more
grandeur in that folly than in all their wisdom.

CALIGULA I’m not mad; in fact, I’ve never felt so

lucid. I suddenly felt a desire for the
impossible. That’s all. (Pauses). Things as they
are in my opinion are far from satisfactory. . .
That’s why I want the moon, or happiness, or
eternal life-something, in fact that may sound
crazy, but which isn’t of this world. . .I’m
exploiting the impossible. Or, more accurately,
its a question of making the impossible
possible. . . And what’s the use to me of a firm
hand, what use is the amazing power that
is mine, if I can’t have the sun set in the east,
if I can’t reduce the sum of suffering and
make an end to death?
CAESONIA (HIS OLD MISTRESS) But that’s
madness, sheer madness. Its wanting to be
god on earth.
CALIGULA I want to drown the sky in the sea,
to infuse ugliness with beauty, to wring a laugh
from pain.
Albert Camus, Caligula.
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Hubris, excessive pride or defiance of the gods,
is Caligula’s madness — the madness of wanting
to be God on earth. The boundary of the
permissible, it is the will-to-power that violates
the very architecture of possibility, that seeks
to capture thought at the height of creative
freedom, the apex of potential, the elusive state
that hovers on the threshold of realization. But
such Olympian heights are not readily inhabited
by mere mortals. For this is a space into which
we can only trespass, since the exploitation of
the impossible brings with it the price of
retribution-punishment for challenging the Gods,
the means by which we come to accept the
unacceptable. The mythological pedigree of
hubris and its counterpart nemesis, the personification of divine vengeance, belongs to the
Greeks. It is the myth of Marsyas the satyr,
archetype of man and symbol of the sexual polypresence of nature, who having happened upon

a set of pipes discarded by the goddess
Athena, discovers the music of Gods. Angered
by the satyr’s temerity, Apollo challenges
the goat-god to a musical contest agreeing that
the winner should inflict whatever punishment
he pleased upon the loser. The contest, or so it
is goes proved equal, until Apollo, shifting the
goal-posts, defied Marsyas, “to do with your
instrument as much as I can do with mine. Turn
it upside down and both play and sing at the
same time.” Failing to meet the challenge of the
impossible, retribution was meted with the
deictic Cruelty of revenge: the satyr flayed alive,
his skin nailed to a pine. The Achilles heel of the
demigod, hubris is both conceptual space and
psycho-biological barrier-the impassable point
of imagined death, the outfield of the physical.
Wakefield, Pace Car and the Hubris Pill
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Machine Error

Machine Error
Series of Experiments
Spring 2017

1960s
Machines Forced to a Breaking Point

These were an attempt to learn the limitations
of a KNK Max Roland Pen Plotter. I worked with
the machine’s settings and a variety of materials
to find the line where machine-made lines
begin to look like human-made lines. In essence,
I was looking for the point where repeated
shapes start to gain enough glitches that they
could have been made by an exacting human
hand. I found that the paper and writing material
were responsible for this effect as much as
any of the controls within the machine. A pen
retains the vestige of the one who uses it,
no matter if that user is a person or a machine.

Humans vs the Machines

Imagine, a small room, hexagonal in shape, like
the cell of a bee. It is lighted neither by window
nor by lamp, yet it is filled with a soft radiance.
...
But when she listened into the receiver, her white
face wrinkled into smiles, and she said: “Very well.
Let us talk, I will isolate myself. I do not expect
anything important will happen for the next five
minutes — for I can give you fully five minutes,
Kuno. Then I must deliver my lecture on ‘Music
during the Australian Period’.”
She touched the isolation knob, so that no one
else could speak to her. Then she touched the
lighting apparatus, and the little room was plunged
into darkness.
“Be quick!” she called, her irritation returning.
“Be quick, Kuno; here I am in the dark wasting
my time.”
But it was fully fifteen seconds before the round
plate that she held in her hands began to glow.
A faint blue light shot across it, darkening to purple,
and presently she could see the image of her son,
who lived on the other side of the earth, and he
could see her.
“Kuno, how slow you are.” He smiled gravely.
“I really believe you enjoy dawdling.”
“I have called you before, mother, but you were
always busy or isolated. I have something particular
to say.”
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“What is it, dearest boy? Be quick. Why could
you not send it by pneumatic post?”
“Because I prefer saying such a thing. I want —”
“Well?”
“I want you to come and see me.” Vashti
watched his face in the blue plate.
“But I can see you!” she exclaimed. “What more
do you want?”
“I want to see you not through the Machine,”
said Kuno. “I want to speak to you not through the
wearisome Machine.”
“Oh, hush!” said his mother, vaguely shocked.
“You mustn’t say anything against the Machine.”
“Why not?”
“One mustn’t.”
“You talk as if a god had made the Machine,”
cried the other. “I believe that you pray to it when
you are unhappy. Men made it, do not forget
that. Great men, but men. The Machine is much,
but it is not everything. I see something like you
in this plate, but I do not see you. I hear something
like you through this telephone, but I do not hear
you. That is why I want you to come. Pay me a visit,
so that we can meet face to face, and talk about
the hopes that are in my mind.”
E. M. Forster, The Machine Stops, pp. 1 and 15
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Each of these examples were made using
different pens and papers along with variations
in the force and speed settings on the
machine. Overlaps, misalignments, wobbles,
and other moments of ‘error’ become clear.

This is an 8' Poster

This is an 8' Poster
Book
Spring 2019

Contemporary
Constrained Interactions

• As is explored in the introduction, perception allows a
sense of continuity even
when there has been a change.
As a result, we can make the
connection between the 8' tall
poster and the 8.5" × 11" book.
See pages 30–34.

Forced Interaction Shifts

1. Suppose I were to begin by saying that I had
fallen in love with a color. Suppose I were to
speak this as though it were a confession; suppose
I shredded my napkin as we spoke. It began
slowly. An appreciation, an affinity. Then, one day,
it became more serious. Then (looking into an
empty teacup, its bottom stained with thing brown
excrement coiled into the shape of a sea horse)
it became somehow personal.
2. And so I fell in love with a color — in this case,
the color blue — as if falling under a spell,
a spell I fought to stay under and get out from
under, in turns.
3. Well and what of it? A voluntary delusion, you
might say. That each blue object could be a kind
of burning bush, a secret code meant for a single
agent, an X on a map too diffuse to ever be
unfolded in entirety but that contains the knowable universe. How could all the shreds of blue
garbage bags stuck in brambles, or the bright blue
tarps flapping over every shanty and fish stand
in the world, be, in essence, the fingerprints of God?
I will try to explain this.

This was an assignment to create a poster that
was 5' x 8' and would have an arresting
experience on a viewer upon walking into a
room. I set myself the constraint to create
something large that would pull a person into
a small, interior space, while using some
aspect of repetition. The forms were created
by drawing circles around circles, which
yielded a topographic effect. I then used those
same forms at a large size to create a shift in

scale and colour. The full-scale piece was then
printed on 8.5" x 11" sheets of paper, hung on
the wall, and photographed. Then these sheets
were bound with the photograph as the cover.
When the work was whole and on the wall, the
response was to the composition. However
once it was • broken down and bound, the perception of the form changed drastically. People
likened the drawings to textiles and to paintings,
which was interesting as the only shift in the
drawing was relational.

5. But first, let us consider a sort of case in reverse.
In 1867, after a long bout of solitude, the
French poet Stéphane Mallarmé wrote to his friend
Henri Cazalis: “These last months have been
terrifying. My Thought has thought itself through
and reached a Pure Idea. What the rest of me has
suffered during that long agony, is indescribable.”
Marllarmé described this agony as a battle that
took place on God’s “boney wing.” “I struggled with
that creature of ancient and evil plumage — God —
whom I unfortunately defeated and threw to the
earth,” he told Cazalis with exhausted satisfaction.
Eventually Mallarmé began replacing “le ciel” with
“l’Azur” in his poems, in an effort to rinse references
to the sky of religious connotations. “Fortunately,”
he wrote Cazalis, “I am quite dead now.”
6. The half-circle of blinding turquoise ocean is
this love’s primal scene. That this blue exists
makes my life a remarkable one, just to have seen
it. To have seen such beautiful things. To find
oneself placed in their midst. Choiceless. I returned
there yesterday and stood upon the mountain.
Maggie Nelson, Bluets, pp. 1–3

4. I admit that I may have been lonely. I know
that loneliness can produce bolts of hot pain, a
pain which, if it stays hot enough for long enough,
can begin to simulate or to provoke — take your
pick — an apprehension of the divine. (This out to
arouse our suspicions.)
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For the Love of Warde

For the Love of Warde
Set of Four Books and Corresponding Ex Libris

1930s to Present
Representation

For the Love of Warde came about after visiting
the St. Bride Collection in London. At the
collection, I saw three notable pieces — Jan
Tschichold’s personal book plates, a Monotype
type block of the Lord’s Prayer, and a book
that was designed and hand-bound by Beatrice
Warde. Tschichold’s book plates were handmade and personalized. They gave a glimpse
into his private life and the way he interacted
with his belongings. The Lord’s Prayer was the
entire verse on a 10-point piece of type. It
was distributed to Monograph patrons in a box
with a print of the prayer and a magnifying
lens so they could read the poem. This reminded

Ownership and Value

“But the thing is, the marvelous thing is, when you
first start doing it, you don’t even have to have
faith in what you’re doing. I mean even if you’re terribly embarrassed about the whole thing, it’s
perfectly all right. I mean you’re not insulting anybody or anything. In other words, nobody asks
you to believe a single thing when you first start out.
You don’t even have to think about what you’re
saying, the starets said. All you have to have in the
beginning is quantity. Then, later on, it becomes
quality by itself. On its own power or something.
He says that any name of God — any name at
all — has this peculiar, self-active power of its own,
and it starts working after you’ve sort of started
it up.”
“As a matter of fact, that makes absolute sense,”
Franny said, “because in the Nembutsu sects of
Buddhism, people keep saying ‘Namu Amida Butsu’
over and over again-which means ‘Praises to the
Buddha’ or something like that-and the same
thing happens. The exact same-”
“Easy. Take it easy,” Lane interrupted. “In
the first place, you’re going to burn your fingers
any second.”
Franny gave a minimal glance down at her left
hand, and dropped the stub of her still-burning
cigarette into the ashtray. “The same thing happens
in ‘The Cloud of Unknowing,’ too. Just with the
word ‘God.’ I mean you just keep saying the word
‘God.’” She looked at Lane more directly than
she had in several minutes. “I mean the point is did
you ever hear anything so fascinating in your life,
in a way? I mean it’s so hard to just say it’s absolute
coincidence and then just let it go at that — that’s
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me of Franny and Zooey by JD Salinger in
which the female protagonist becomes so consumed with repeating the Lord’s Prayer that
she is engulfed by it and eventually collapses.
And finally, there was Beatrice Warde’s book,
A Little book about books: how they are made
and why they are bought and cherished. The
book was designed, gilded, and hand-bound in
yellow leather by Warde for the Sunday Times
Book Exhibition in 1935.

what’s so fascinating to me. At least, that’s what’s
so terribly —” She broke off. Lane was shifting
restively in his chair, and there was an expression
on his face — a matter of raised eyebrows,
chiefly — that she knew very well. “What’s the
matter?” she asked.
“You actually believe that stuff, or what?”
Franny reached for the pack of cigarettes and
took one out. “I didn’t say I believed it or I didn’t
believe it,” she said, and scanned the table for the
folder of matches. “I said it was fascinating.” She
accepted a light from Lane. “I just think it’s a
terribly peculiar coincidence,” she said, exhaling
smoke, “that you keep running into that kind
of advice — I mean all these really advanced and
absolutely unbogus religious persons that keep
telling you if you repeat the name of God incessantly, something happens. Even in India. In
India, they tell you to meditate on the ‘Om,’ which
means the same thing, really, and the exact same
result is supposed to happen. So I mean you can’t
just rationalize it away without even —”
“What is the result?” Lane said shortly.
“What?”
“I mean what is the result that’s supposed to
follow? All this synchronization business and
mumbo-jumbo. You get heart trouble? I don’t know
if you know it, but you could do yourself, somebody
could do himself a great deal of real—”
“You get to see God.”
J.D. Salinger, Franny and Zooey, pp. 37-9
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As a response, I created four books that use
the same dimensions, typeface, size, and
general feel of Warde’s. Each consists of an
essay by an author who explores value
and representation in some sense — Jonathan
Franzen, The End of the End of the World;
David Foster Wallace, Consider the Lobster;
Jean Baudrillard, Simulacra and Science
Fiction; and Erich Auerbach, Mimesis: The
Representation of Reality in Western
Literature. In thinking about Jan Tschichold’s

bookplates, these objects serve as a commentary on value and representation, and in
response, I created bookplates for each of the
books, using the authors of the respective
essays. This ultimately passes ownership to the
authors of the essays rather than the owner
or creator of the book object. These four books
create a statement on ownership, representation, and value that oscillates and explores
the nebulous nature these three concepts.

This is the book of Jean Baudrillard
an American writer and university instructor
in the disciplines of English and creative
writing. His novel Infinite Jest (1996) was listed
by Time magazine as one of the 100 best
English-language novels published between 1923
and 2005. His last novel, The Pale King (2011),
was a finalist for the
This book belongs to
Pulitzer Prize for
David Foster Wallace
Fiction in 2012.

This is the bookplate
of
Jean Baudrillard

The really
important kind of
freedom involves
attention, and
awareness, and
discipline, and
effort, and being
able truly to care
about other people
and to sacrifice
unusual mixture of
the cerebral and the
hot-blooded

The only thing that’s capital-T True
is that you get to decide how
you’re going to try to see it.You get
to consciously decide what has
meaning and what doesn’t...
The trick is keeping the truth
up-front in daily consciousness.

4,000 BCE

Erich Auerbach

Present Day

Wallace described the human
condition as daily crises and chronic
disillusionment and warned against
succumbing to solipsism.

Each of the four bookplates both signifies and
presents the concepts in the books. In
addition, they take on a character of the author
who wrote the essay, for example, David
Foster Wallace’s notorious annotations and
writing in the margins.
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The title of the works, For the Love of
Warde, is a reference to Damien Hurst’s For the
Love of God, a work created from a platinum
cast of a human skull with 8,601 flawless diamonds. Hurst’s work cost 14 million pounds to
produce. Clearly, this walks the line between
vanitas and vanity, and in either instance makes
a bold statement on value and representation.
The use of a bookplate, or ex libris, to explore
ownership makes a similar statement on value,
representation, and hierarchy. Taking their root
from heraldry, ex libris bore coats-of-arms and
crests originally. As we know, few people were
literate, and those who could read, were primarily an educated elite or people affiliated with
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For the Love of Warde

the church. This is supported by the premise
of a book plate. The heraldry indicates a bloodline. And the insertion of an ex libris marks
ownership. Hierarchy is demonstrated by who
can attain the knowledge kept in the books.
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Part IV
Interview in Full

Jessica Helfand, 29 March 2019

Angela Torchio Just to start with why I was interested in
interviewing you, apart from the fact that you’re a total
bad-ass. It was partially because of the fact that you put
humans, back into design. I think it’s really interesting
because not everyone does frankly.

Jessica Helfand I appreciate you saying this because it’s so true, and
it’s really been a struggle. Occasionally, I have hopes that others will
do that as well, but yes it’s very much at the center of everything I do.
	
AT It’s amazing and really does show. I think in everything
I’ve read and every interview, it’s really evident. I was also
thinking about the fact that you look at these things, like
the color blue and the wheel, and they seem really simple
but they’re so embedded with symbolism and just really
complex. That is at the crux of my interests. So I was really
interested in the fact that these two things coming
together were critical in your work as well.

JH

Interesting ok, so your thesis is on what?
AT

I am still trying to come up with that elevator sentence.

JH Yeah we all are, my thesis was 30 years ago, and I’m still trying
to come up with that. You are not alone.
	
AT I’m looking at value hierarchies and relationships
within visual culture. I am interested in the ways symbolism
shifts, and then we bring in context and concepts and
perception and all these things are wrapped into one. I am
interested in how these sorts of things can indicate a lot
more about culture than we initially realize. I am hoping
that my practice will be geared with that in mind.

JH

So what kinds of things are you looking at?

	
AT There’s a lot of art history; I’ve gone back through to
my beginnings. My references start with Attic Greece, and
the pottery and skeuomorphs from back then, and then I
go all the way through to contemporary cosmographies.

JH How are you organizing the materials? I’m working on my
latest book, and the reason I ask is that after having written eight

books, every time I cracked the table of contents I
knew how to organize it. I think like an abstract
expressionist, and I have an antipathy to certain
kind of disciplined people. But I will say when
it comes to writing, or a book project, or a curriculum around a class, once I can figure out some
organization structure, it does not have to be
linear, it just has to be some structure, things
come together.
	
AT I have an introductory essay that
explains all the references that a reader
could need. And then there are three
chapters. One is about mythologies. That
looks at classical Greece and the
mythologies in bronze age cultures
through to more contemporary cultures.
I am looking at how those mythologies
help us order the world. The next chapter
is looking at collections, herbariums,
curatorial decisions, bestiaries etc. and
talking about the fact that context is
how we understand the items in these
collections. The third chapter is looking
at repetition, constraint, and restraint
as modes of creation

JH

The cover of Reinventing the Wheel, by
Jessica Helfand. In this book, Helfand illustrates
the long history of the paper wheel, or the
volvelle, as an interactive design piece.

And do you have a working title?

	
AT It’s very much working.

JH I’m a great believer in titling things because
it makes you commit to the gesture of titling it.
It’s like naming pets or children. It’s hard to do
because it’s permanent, well not permanent in
your thesis, but it is a helpful exercise.
AT That seems totally reasonable.
Becoming Aware came from a definition
of perception but I’m open to changing
it. I’m open to all opinions really.
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conservation, it could be about paper conservation or something like
that. And I was like I want to teach a course on Blue. He asked,
“Don’t you want to think about it” and I said “No. I want to teach a
class on blue” and he asked, “Not red or yellow,” and I said, “No,
we are going to do it on blue.”
I went to Yale undergrad, and I thought about the ways to
teach a seminar in the School of Art, keeping in mind that the
people who sign up may not be art majors. So I wanted the class to
introduce them to a way of thinking visually. It’s also a way of
adjusting to university and learning how to use the University. And
so I said, let’s go to the medical history library and look at the first
references of the ‘blues’ as a synonym for depression. That led us to
Chaucer which is actually the first literary reference to blue. And
suddenly we were in the bowels of the Beinecke Rare Book Library
looking at poetry. The kids had never seen onion skin paper before,
and rough drafts that did not exist on the screen. So it becomes an
excuse to teach a class that’s about one thing that I never had as
a student — which was how to come up with an idea. You’re always
responding to existing material. You’re always recognizing some
cannon that preceded you. You’re always checking boxes to make sure
that you have absorbed the material, but you’re doing it as an artist
and as person in art education. I didn’t go to art school, but in art
education it’s all about training and structure and learning how
to mix paint. And I thought I would have the rest of my life to learn
how to do that. What I want to do is learn how to actually mine
resources to interpolate between different kinds of materials and to
come up with an idea. That’s why blue became interesting.
Every year I’ve taught it, and I’ve taught it I think 6 years,
it has been completely different based on who was in the class. The
most interesting students are never the artists. In 1799 HoraceBénédict de Saussure came with this crazy chart called a • Cyanometer.
He decided the sky was only ever going to be 53 shades of blue, and
you would hold up the Cyanometer to the sky, and match it up to
one of the colors. I showed them this image, and the final project is
to do a Cyanometer 2.0. They have to take everything they have
learned over the course of the semester — all the collections and all
the things they read about in literature — they have to take all that
material and decide how do you make something that measures the
blue sky. The only requirement is that it has 53 of something. For
example, you could do a card deck with the joker. The students are
parsing the 53-ness of the project as much as the blueness.
So one year I had a poet in the class. And this student
wrote 53 poems on blue. They were one sentence poems. She went
to the library and found 53 books with blue in the title, and she
put a poem into each book and put them back on the stacks. That is
something a RISD grad student would do, but she was 18 years old.
I had another student who was interested in wind. He was
an environmental science student and he bought a $3 fan at the
salvation army. He printed off a cyanometer and put it on top of the
fan. Then he would turn the fan on and filmed the fan spinning.

AT Maybe I should start with how I
came to your work, apart from the Design
Observer. Doug suggested that I look
into the Blue Seminar, which I did, and
then I just kept reading. And as I was
researching your work, it seems like your
Blue Seminar is something that people
definitely fixate on. Why do you think
that is, because you have another
seminar as well called Museum Studies
and Visual Biography.

JH The background there was that Yale had never
had a seminar for freshman in its undergraduate
program, in the School of Art. So many schools
have these freshman seminars where they go to a
lottery, and they can sign up for three classes,
and then they get into one. That means, they get
to be in a class their first year with only a freshman,
so they’re not competing with upperclassmen.
In 2008, I published my book on
scrapbooks (Scrapbooks: An American History). It
was 2009 when I started teaching that class.
They asked if I would put together a proposal for a
class based on that book, and unfortunately it
became known as a scrapbooking class, which it
wasn’t. I was interested in people who, unlike
you and me, were self-compelled to keep these
remarkably visual records of their lives. Even
though they did not themselves identify as visual
people, that to me was an interesting story. I
was interested in what led them to paste things on
a piece of paper, what drove their composition
choices…what I call Outsider Art with Insider
Knowledge. You know, Thomas Jefferson, Mark
Twain, Langston Hughes, all these men were
keeping scrapbooks. My book was very antiMartha Stewart, and yet it became its own thing.
Only women were signing up for the class,
they thought it was some easy way to get an ‘A’.
I still love the material though. My book
that’s coming up this year is about the history of
the face. So I’ve always been obsessed with people
and faces and stories and humanism.
I taught Visual Biography for a few years
and the undergraduate college dean said “I want
you to teach a different class,” and this was the
brief — Can you think of a subject that can be
anything to anybody. Go. And this is the way my
mind works, he said it could be something like
“water.” He said, if you are teaching a course about

Interview

The cover of Design The Invention of Desire,
by Jessica Helfand. In this book, Helfand
connects design and the human experience
by literally pairing aspects of design with
celular structures of tissues.

Jessica Helfand

• To see an image of the
Cyanometer and for more
information, please see
page 35.

209

He then took screenshots until he got 53 shades of
blue, and he printed out the screen shots and then
made his own cyanometer. He then put that back
on the fan and he filmed that. Ultimately, he
made a film where you only heard the sound of the
whirring of the blades. He was on the track team,
and he was science major. I tell these great success
stories. You know, the art students were never
that interesting. And what I realized is to be a great
creative thinker you have to mine resources and
to honor what I call the Venn diagram intersection
of the world view you inhabit. And that’s your
own interests, and where you are in your own
interest is where the magic happens. That’s why
you can’t get there if you’re really teaching a
complicated class, but you can get there if you are
teaching class on a color.

I’ve always been interested in teaching. I’ve only ever taught in universities. I don’t teach in art schools, so I know I am going to get the
kind of students who are willing to go the distance.
One time I taught Blue, I had this incredibly gorgeous boy
in my class. He was from some Latin American country, and he had
an exquisite British accent. I thought he was from India because
of his manner and his elegance. He taught himself English by
watching old movies. No one in his family spoke English. He was
such an unbelievably gifted linguist, that he decided to do his
Blue Project on finding 53 languages in which the word ‘blue’ was
uttered. Instead of going on Google to find 53 languages, which
could have taken ten minutes, he literally put out queries around
campus to find 53 different students who spoke different dialects
and languages. He rented recording equipment, and recorded
these students. And then he made an app where you pushed a button
of 53 shades of blue, and you got a person saying blue in one of the
53 different languages. They were actually recorded in the field by
him. So that’s an example of where I hope someone would culturally find a way to take this material to a completely different place.
But to make it much simpler, I began with the fact that it is
the world’s favorite color, and I also knew that Maggie Nelson
had written Bluets, William Gass had written On Being Blue, and
Alexander Theroux had written The Primary Colors, and he
wrote the Secondary Colors, and I could have done that too. But,
I just thought, there’s something about blue. I think it’s because
I used to study writing. Words and pictures, and words and photographs, and words and making visual things to me are all
very fungible. And so I knew that the word itself was short; it was
simple; it was understandable.
There’s a one-paragraph prési about what the class is that
talks about blue-collar and blue-blood and Gauloises cigarettes
and the Tiffany’s box. It is looking at cultural references both high
and low. Every year I taught the class, I found more stuff such as
the blue the pregnancy test and the blue of Windex. There’s a kind of
sanitary blue and a hygienic blue and blue as a kind of erasure.
That got really interesting. There’s social media blue that all began
because Mark Zuckerberg is red–green color blind. We really can
take this material so far. I think rather than starting with material
that’s really complicated, sometimes if you start with something
super simple it can be pushed in a lot of directions. I think it would
not have been possible without freshman.
I’ve taught the cyanometer worshop all over the world to
five-year-olds. I’ve taught it to people in Portugal who do not speak
English, to graduate students at Central Saint Martins . . . I had a
student do a whole project inside of a balloon and film it. You get a
lot of applications and iterations of people with varied skill sets.
What you see is people’s perspectives. It has everything to do with
who they are, where they were born, how they were raised, and how
much money in their pockets. All kinds of things. I like looking at
economics and gender and inequalities and all kinds of things like
that, So it’s been a kind of really interesting pedagogical adventure.

	
AT That’s inspiring. Also very logical that
getting to something so accessible would
allow people to open up.

JH

Right, yeah.

	
AT I think you led into one of my
questions when you said that the Dean
asked, ‘not red, not yellow, but blue.’
I’m curious about this. Some things
seemed porous or open to more symbolism and more activity. I was curious
if you had any thoughts on why or
what it is about blue apart from other
colors that has this openness.

JH I knew it was the world’s favorite color, so
I knew it would cross cultures. This was before we
all got super woke about privilege and access
and inclusiveness. This was 2011 or something. I
wasn’t thinking about this as politically correct.
I grew up in France, and I’ve always struggled with
graphic design being insular as a profession and
not being a portal to a much more global way of behaving and working. So I like anything that allows
me to traverse a path that gets me between disciplines and between languages and cultures. That
is very exciting to me, even though I’m really out
of my league and my footing is really uncertain. At
least I think that is a way to discover something.
It’s not that I don’t like my comfort zone, but I’m
the kind of teacher, educator, writer, visual maker,
that I like pushing the envelope and the boundaries of how I identify my work. I knew that, and
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The first thing children draw is a face.
They draw a circle. A person draws a circle. Circles,
squares, and triangles which are the common
currency of graphic design, and art history in many
ways. And this brings us back to the book on
the circle. There are incredible stories of divination,
balance, harmony, and gesturing to the heavens.
Think about Brunelleschi’s Duomo. All these things
have incredible historical references that we can
begin to trace back to the Bible or before, and
that’s what we see when we look at Modern Art too.
So everything can be parsed down to those
component parts, but when you come to the face,
it’s very much a part of the geometry. We look for
a kind of bilateral symmetry in the face.
For cover of this book, I found an illustrator who is this guy in England. He makes
collages partly using old photographs and partly
using Photoshop. He did a series of faces where
he sliced them down the middle and then he flipped
them. He’s so seamlessly integrated them, that
they look real. But they’re fake, bifurcated faces,
that are split, and flipped, and made perfect.
They look really discomforting. I used one of a baby
on the cover because not only did I love this face
of a baby, a baby’s face is a face of promise, but also
metaphorically the book is an image that’s bifurcated and flipped. It is because my entire thesis is
the fact that we complete the picture, even though
this book is about cognitive dissidence that you
have not taken the time to process.

	
AT That sounds amazing. I find it fascinating that you’ve
not limited the class to the Yale students, but to take it out
beyond them. And then especially to five-year-olds and
beyond that. It makes it quite robust.

JH Yes. It is quite robust; it has its own engine now.
	
AT I’m curious, going to the circle a bit and still with blue,
you state that “the circle unlocks an important
evolutionary step and representation of abstract ideas.”
That’s so fascinating to me. I was curious, in regard to all
of these things, what degree do you think evolution
informs the ways we visualize these concepts as opposed
to gender, age, culture, wealth, etc.

JH That’s a really interesting question. My next book which comes
out in the fall from MIT press book is Face: A Visual Odyssey. It’s a
university press, so it’s a small run, but it is a huge book. The biggest
book I’ve done. It’s about 250 pages with 250 images. I tell you
about this because in some ways it answers your question. I brought
this up in Scrapbooks and then Desire, and I’m very interested
in humanism, as you said the beginning of our conversation. I had
a mother who collected portraits and a father who collected
ephemera. There’s a kind of ephemeral portrait quality in scrapbooks,
and there’s the sort of note-taking I’ve been doing all these years.
The thing about the face that I was interested in and wondering about is this kind of geometry that everybody is familiar with.
And yet we have these standards of beauty that don’t cross cultures,
and we have value systems that don’t cross cultures, so where does
that break down? Is that a question of evolution? Is it a question of
anthropology? Is it social anthropology, cultural anthropology?
One of the things I found is that it turns out that we are biologically
hard-wired to complete the picture without it being finished,
just because we think we know what we need to know about the
picture. In other words, we are all biased. Everybody, no matter how
understanding and patient you think you are, we are all biased.
There are all these studies that show when people look at other faces,
we notice if the lips are thick or thin or if the chin is wide. We have
all these perceptions about other people.
It’s not my field to be a social Anthropologist, and it’s unbelievable that they’ve done metric lip curvature studies. They learned
that girls in yearbook pictures smile more often the boys. They’ve
done the Biometrics of the way we parse faces. This is so entrenched,
and it goes back to our beginnings. So this goes back to what I
said to you about your thesis. This book is 26 chapters A through Z
because the only way I could figure out how to organize it was to
start with Anthropometry and Biometrics and Caricatures and
Diagnosis and Eugenix and Forensics. It goes all the way to the end,
and the bigger arc of the story is looking at how we went from this
external authority of perfunctory ID cards, to the relative agency of
the selfie, to surveillance, which is in itself another type of external
authority. It has a larger story that goes back to your question.
Interview

	
AT I was going to ask you about this
book. I read that you had a forthcoming
book titled Face and that seemed like
it could be so many things. I wondered
what direction you were taking that.

JH There are a lot of contemporary artists in the
book. Carrie Mae Weems for example, there are
a lot of women artists. I had to be mindful of color
and gender and race and culture, and not shy
away from telling stories about Cultural Anthropologists that looked down on Jews and black
people and women and Asian people. The story
required me to do an enormous amount of
research around all kinds of things. Then I wrote
a preface about the fact that we are institutionally
biased because the real stories of a lot of these
cultures and people were disenfranchised because
they weren’t white, western men. We didn’t save
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the records the way we do with white, privileged,
male people so I was putting together history. It is
a history is not the history. Just like Scrapbooks
is an American history. When you go to tell these
stories, and you may have run into this with
your thesis, it’s anecdotal. Everything we write is
anecdotal. What Design Observer taught me
over fifteen years is to be brave about what I had
to say. It’s really hard to be a critic when everybody’s thumbs uping each other on social media.
But we had to tell these stories as uncomfortable
as they are. We had to get the stories out there
	
AT This is something I definitely noticed
in your writing. You are very good at
making clear statements that are your
opinion but they never seem too pointed.
It’s really clear and precise, but it doesn’t
feel like you’re slighting anyone.

JH You know I always tell design students to
read the New Yorker and The New York Times. I’m
not sure you learn anything as a designer from
reading design literature, so it is important to read.
I think I learned everything I know about writing
from reading things outside of the discipline.
	
AT It’s good to read a spectrum of things.
You brought up something that I was
going to ask about. You mentioned that
your parents were both collectors,
and in Desire you said that you feel like
it requires a curatorial eye. I completely
agree, and I was curious to hear more
about that.

JH I grew up in a family of collectors. You
weren’t taken seriously unless you had a collection
of something.
There’s this funny story of my family. My
daughter who turns twenty-one next week was
about two when she walked up to my father holding
the plastic straws from her juice box and her
brother’s juice box. She couldn’t say ‘L.’ She walked
up to him, said ‘Poppy, how much do I need for
a correction?’ She knew, even at two, she wouldn’t
be taken seriously unless she had more than one
something and could discuss the organizational
conceit of the thing.
So that’s our family. It’s our pathology. My
dad was a premier collector of things to do
with Quakery, but he was trained as a Chemist, a
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Chemical Engineer, and a Pharmacist. He collected
things having to do with the history of pharmacy
and medicine. My house is just full of drug jars,
and I grew up with these things. I wrote an essay
called Can Graphic Design Make You Cry about
growing up in a house full of pharmaceutical posters with skulls and crossbones. They were
pointing at you, saying don’t do that or you’ll get
syphilis and die. It was graphic design as an
admonishing force in my life.
As I grew older, the other introduction to
graphic design was through these remarkable
late nineteenth and early twentieth-century posters
with typography. We lived in France so they
tended to be Art Nouveau, and over the top. Italian
and French, Leonetto Cappiello, and the beautiful
dancing women, and big busts… and then I go to
Yale in the 1980s, and I’ve got Paul Rand as an
advisor. And that’s all about the Bauhaus, and it’s
about minimalism. My entire adult life is about
trying to square these opposing forces of minimalism and excess. And I do write about both things.
As a collector I think one thing that I have
found (and this is not necessarily the way to be
but it’s the way I am because I’m weird) is I am kind
of serially monogamous. My father collected
prints and posters about pharmacy and medicine
for more than half a century. I went from
collecting dexterity puzzles which I donated to Yale,
to collecting circular charts which I also donated
to Yale (which now are too expensive for me to even
buy on eBay because they became so collectible),
to scrapbooks. What I do is I build a collection, I
write a book, I do an exhibition or teach a class,
and I donate the collection, and I move on to the
next thing.
So now, Face. I probably have a hundred
books about faces. Some of these books are about
face recognition, mug shots, face police recognition, and character studies about criminal activity.
I have a huge collection of mugshot books. I’m
going to give all of those away when this book comes
out, and then I’ll move on to the next thing.
Collecting to me is part of my DNA and
it’s a time for building an arsenal of material that
becomes part of a practice as a maker. It becomes
part of the library, and I spent a lot of time in
collections in libraries and looking through stuff.
I think that what you find is that when you get
into the haystack of stuff you always find something
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collection are not necessarily the same thing. For example there
was a man at Yale, his name is David Pease. He died recently. I
absolutely adored him. He’s the reason I have a studio; he is the reason
I will die in my studio someday. He went to the studio every day
until he was 85, and he couldn’t go anymore. Some days he would just
rearrange things on the wall. He had this a view of the studio as a
sanctuary and an understanding of bearing witness to the things
that he had collected, the things he had made, and how you
organize the collection. He and I used to joke that the older he got,
the more he was a graphic designer, and the older I got, the more
I was an artist at heart. He was trained as an artist and became a
Dean, but he had a real methodical mind, much more disciplined
than I do.
This is where I’m getting to the point that you just raised.
He collected many, many things, but one of the things he collected
was postcards. I house sat for him when I was a grad student
years ago, and I remember that time he 52 different categories of
postcards. One of them was called Cards that Lie. Cards that
Lie would include a picture of a man picking oranges in Florida and
underneath that it said ‘Man Picking Oranges in Florida.’ Then
another postcard had the exact same photograph and it said ‘Man
Picking Oranges in Georgia.’ He had another category called
Green Benches, but if there was a green bench in Cards that Lie, it
might move from Cards that Lie to Green Benches. It was a great
thing to learn about the reality and the beauty in organizing.
This is why I asked the question about organizing the thesis.
The beauty is sometimes in the organizing. It doesn’t mean you’re
organized, but it means your mind is porous enough to open
itself up to different ways of thinking and to find value between
ideas. That to me is what a creative mind really does best.

you never expected. It is this archival piece of the research. Archival
meaning it is ephemeral, thrown away, or someone put it in a vault,
it’s not easy to find, it’s not going to show up on a Pinterest page, but
there is something there. The best example I have is when I was
writing Scrapbooks a friend of mine was going to the Harry Ransom
Center and the University of Texas in Austin. She invited me to
come; they have a great library.
I wasn’t looking for scrapbooks of American writers I was
just looking for scrapbooks. I was going through the archives, and
for every hundred I looked at, I may be found two I wanted to write
about. I definitely wanted it to be visually interesting; I just wasn’t
interested in the fact that someone wrote down the cost of cheese
every day, there are a lot of those. So here I am at the University
of Texas at Austin, and they are known for having writer’s things, and
I see Anne Sexton’s scrapbook. It turned out to be the most remarkable thing, and the entire introduction to my Scrapbook book is about
her scrapbook. It started the night she eloped when she was 19,
and she’s beginning to write poetry. She was mainly saving goofy
recipes to make Jell-O molds for her husband, or they have a fight
he sends her flowers and she saves the card. You know, it was all about
her personal life. This is a woman who took her own life 20 years
later, but in those early days, you see this evidence of this vestigial
need for her to put words together and to become a poet.
The scrapbook becomes a sort of seed bed for Sexton,
biographically. Artistically, it’s like her canvas. I did not expect to
find this, and it gave me an entirely different insight into people
who kept scrapbooks. In terms of making sense of the world, and
maybe their minds are not entirely linear because there is nothing
linear about a scrapbook except that the pages follow one another.
You can do whatever the hell you want in a scrapbook. So there was
a huge breakthrough for me, and I never would have written the
book if I had not found that scrapbook. The scrapbook had been overlooked by Sexton scholars because it was “a piece of crap.” Visually
it looked completely disorganized.
It takes an enormous amount of patience to be a collector
because it’s not just about finding another thing to put on your shelf.
It’s about, ‘do you want to work with that material as a scholar or
as an artist or as a writer or as a researcher?’ You have to let it have
time to breathe on its own. You have to live with it, and you have
to take time to let it settle. That’s why working in collections is so
important to me and will continue to be if I ever write another book.

	
AT That is something I’m so interested in.

JH

	
AT It’s so fascinating to me. Everything is slippery, and
we don’t want to be, but it is.

JH Right, right. Slippery rather than ambiguous is a really good
way to say it. You can get that image of him redoing his postcards
around different formats, and then you believe in it. You name it, and
you label it, and you move forward with. Then it’s yours. You can
recomposit something, and I think that’s where the beauty is. That’s
why I always want to work with historical material because it’s so
easy for it to get thrown away. It’s not that I’m nostalgic, which I
probably am; it’s not that I’m sentimental, although I probably am.
I think reconstituting stories by interpolating the dots in
different ways is where the beauty and the magic lies. It sounds
to me that some of what you’re working on with this project.

	
AT It’s completely interesting and you’re bringing up the
relationship between word and image a lot. It shifts things,
right? If you have a collection, yes you can find something
that you want to work with, but it’s about the relationship
to the other things in the collection. I feel like all of these
things it’s more than just choosing something.

JH You’re raising an interesting point, which I want to pick up
which is what you choose to collect and how you organize the
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I think that is what your thesis about.

	
AT The connections between temporal and emotional
aspects of designs…I was thinking about the fact that
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really powerful because they’re not trying. They’re
just anecdotally meaningful because they really
happened. Which isn’t to say social media can’t be
powerful, but there’s a sort of blanketed sameness
to the world that we inhabit and communicate in.
All these video chats and Slack. I wrote about this
a little bit, it is what I call Indexical Authority.
JH One of the reasons I have such an antipathy
Graphic design can confer false authority because
toward social media is precisely because of what
it makes everything look more expensive and
you said. For example, I wrote an essay really early more legitimate. This is a problem. It is an inherent
on about the fact that in email we all speak the
problem that we can make something look cool,
same language because we all write in the same
and people spend more money on it. Or we can
typeface. The templatization of social media
make things look serious, and it’s not serious; we
makes the tone of expression completely homocan fake things. We should fix this.
genized. Emojis make everything homogenized;
And I am not talking about fake Instagram
hashtags make everything homogenized. How
posts; I am talking about graphic design really
do you actually differentiate voice when the platwrestling things into a place it shouldn’t. I think
form by its very nature is so similar?
it’s important. We wonder, what is our contribution
We have words like ‘hacking’ which is a
if everything looks so much the same? Should we
word I hate. I have a glossary of words like this.
make things look different? I don’t know. Is making
Circle back, for example. There are all these words, things look different enough? I think this is the
and I think the words themselves are a way to get
big philosophical problem I have.
buy-in from another person because the patois is
so saturated. They are so ingrained in the way
	
AT Sure, if I’m able to make it look
we speak, but they’re meaningless. It seems very
different and still not true, then it’s just a
unfortunate. The very nature of Twitter, for
different type of bad.
example, is that you can say what you want or post JH This a big thing. A number of years ago, I was
a picture, but everyone’s twitter page looks the
on a jury and the big prize was going to go to a
same. The template is an idea. It is a tricky one.
kid at the Royal College of Art. The kid had used his
Then you get people who make posters by incredible prowess as a visual hacker to go into
hand about the latest Trump debacle. So we start
a terrorist video and strip out the bubble type. He
to see people’s handmade posters, and I think in
did a thing where you could make your own
some ways when you look back there’s something
language. So there were guys with flak jackets and
so trenchant and moving about the things we
guns, and you could say ‘protest the fact that
made when we had fewer assets. They had to be
they don’t have graham crackers in the dining hall
in some ways more powerful, I think.
anymore.’ He thought this was really hilarious
In Can Graphic Design Make You Cry I
that you could make your own terrorist video for
wrote about this poster, it was made during the
anything. It was like a fund your own Guerilla
First World War. There had been a terrible accident Warfare project.
off the coast, a boat had sunk, and the poster
You know, everyone on the jury wanted to
just said ‘Enlist.’ There’s a picture of this woman
give him the grand prize, and I went so batshit
hugging her baby. The baby is maybe three
ballistic that I shut down the jury for two hours.
months old. They’re locked in his death embrace.
We didn’t give him the prize. No one understood
All it is a picture of this woman and her baby
how that kind of graphic design — trying to be cool,
under water, and it says the word enlist. How can
trying to reverse engineer this narrative, which is
you not tear up at the very thought of this? There’s lethal, horrible, destructive, and inhumane — how
nothing to the poster. The typeface wasn’t ‘the
that would send a message across the transom
right typeface’ or the colors weren’t ‘the right colors.’ that it’s okay to make this shit, if you’re a cool graphIt’s just that it was such a powerful thing.
ic design student. It was our role as responsible
I think sometimes when you watch an old adults, and our job as elders of the profession to
movie or see an old photograph, they become
sometimes it seems like design really
captures the anxiety of a time and
sometimes it doesn’t. Do you think these
things are really capturing the taste of
the times or are they just like this is what
we want to put forth? Is like the best
foot forward?
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ensure that kind of immoral, irresponsible, behavior does not go
forward. That’s why I wrote my last book. It’s not cool to do that,
and it was seen as such a cool thing, that kind of hacking.
	
AT That’s terrifying. Not only are you talking about making
that okay, but if he won the grand prize, you’re also saying
that it is perceived as the best of the options. That’s really
an issue.

JH Right, and think of yourself, you are a graduate student. You
are now in a position to do anything to reverse engineer any narrative
to make it look cool, and that’s where the ethical responsibility of
a designer lies. That increasingly has been a concern of mine, and
that’s why I do think about it a lot and I write about that a lot.
Design Observer is going to do a conference next fall in Cambridge
around these issues, around the ethics of technology and humanism
and design.
	
AT That’s great because as we began this conversation,
I think that’s something that’s very clearly missing in a lot
of . . .everything, in the world, frankly. It’s something we
can actually help with our work.

JH Yeah I think so and because if you pull out the lens of graphic
design, you realize that communication as a way of being in the world
is something that designers think about all the time. You know,
we’re in a really good position to adjudicate, and to be ambassadors
for a different kind of work. A different kind of thinking and to
make an effort. . . That’s my proselytizing for the morning.

The images in this interview were taken
from Jessica Helfand’s book, Reinventing
the Wheel. The selection was determined
based on the subject matter of the
volvelle. I opted for examples that were
relevant to the wonderful conversation
I was lucky enough to have to have with
Ms. Helfand, as well as examples that
are particularly relevant to the topics
in this thesis.
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